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PREFACE 

Owing  to  the  success  of  his  Question  Books  on  the 
Rudiments  of  Music,  the  author  offers  this  as  a  com- 
panion work  to  amplify  the  subject. 

He  has  endeavoured  to  treat  the  subject  in  a  way 
which  will  be  clearly  understood  by  students  of  all 
ages. 

At  the  present  time  the  candidates'  elementary 
musical  tests  seem  to  touch  the  fringe  of  Harmony, 
and  in  compiling  this  work  the  author  has  kept  that 
in  view,  his  object  being  to  make  the  book  quite  up 
to  date,  and  easy  to  teach  and  to  learn  from. 

Numerous  examples  are  given,  and  a  complete  list 
of  scales  in  all  keys  (including  the  enharmonic)  is 
included. 

The  author  acknowledges  Dr.  H.  A.  Harding's  kind 
revision  of  the  chapter  on  Musical  Ornaments  and 
Abbreviations  ;  he  also  thanks  Dr.  C.  J.  Frost  for 
writing  the  Modulating  Chorale. 
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CHAPTER    I 
NOTES,   DOTS,   AND  RESTS 

1.  Pitch  in  music  is  the  height  or  depth  of  a  sound. 
When  two  notes  which  are  not  in  unison  are  sounded 
together,  the  one  must  be  higher  or  lower  than  the  other. 
Therefore  they  differ  in  pitch. 

2.  A  Tone  and  a  note  differ,  inasmuch  as  a  tone  is  a 
musical  sound,  whilst  a  note  is  a  sign  written  on  the 
stave.  A  tone  is  also  a  term  which  may  be  used  to 
express  a  certain  interval. 

3.  Notes  are  variously  shaped  in  order  to  fix  their 
exact  length  or  duration,  but  their  position  on  the  lines, 
or  in  the  spaces  of  the  stave,  does  not  affect  their  length. 


Example  1. 

Length  and 

Shape  of  Notes. 

*  Breve, 

or  double  note 

IMI 

Semibreve, 

or  whole  note 

o 

Minim, 

or  half  note 

1 

o 

Crotchet, 

or  quarter  note 

J 

Quaver, 

or  eighth  note 

m 

Semiquaver, 

or  sixteenth  note 

-r 

Demi  semiquaver, 

or  thirty-second  note 

J5 

Semidemisemiquaver 

,  or  sixty-fourth  note 

^ 

The  Breve  is  now  rarely  found  except  in  old  church  music. 
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4.  Dots  are  used  for  increasing  the  value  of  notes,  but 
there  are  two  ways  by  which  a  sound  can  be  lengthened  : 

(1)  By  placing  a  dot  or  dots  after  the  note,  thus: 
O*  or  c>.. 

(2)  By  binding  two  or  more  notes  together  with  a 
tip:  * — v  or  bind,  which  is  identical  with  a  slur  cj  J. 
When  a  slur  is  over  or  under  notes  of  different  pitch, 
thus  :  M  ___ J~1H  they  are  not  tied. 

5.  A  dot  placed  after  a  note  increases  its  length  one 
half.  A  dotted  semibreve  (o.)  is  equal  in  value  to  a 
semibreve  and  a  minim  (o  d)  tied  together. 


Example  3. 

i 
C7« 

is  equal  to 

J_J 

J. 

n 

-L/ 

J> 

n 

•L/ 

J? 

a 

•r  J* 

6.  A  double  dot  increases  the  value  of  a  note  or  rest 
three  quarters  : 

Example  4. 

o««  is  equal  to  o     o     J 

I  I         !         h 

7.  Notes  may  be  further  lengthened  by  the  use  of  dots  ; 
each  succeeding  dot  increases  the  value  by  only  half  as 
much  as  the  immediately  preceding  dot.* 

*  It  is  rare  that  more  than  two  dots  are  used. 
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8.  No  note  can  be  doubled  by  the  use  of  dots. 

9.  Rests  are  marks  of   silence,  the  following  being 
the  signs  used  : 


Example  5. 

Breve  rest 

Semibreve 
rest 

Minim  rest 
Crotchet  rest 

Quaver  rest 

Semiquaver 

rest 

Demisemi- 
quaver  rest 

Semidemi  semi- 
quaver rest 


or 


or 


equivalent  to  a 
double  note 

equivalent  to  a 
whole  note 

equivalent  to  a 
half  note 


\ —     equivalent  to  a 
quarter  note 


equivalent  to  an 
eighth  note 

equivalent  to  a 
sixteenth  note 


o 

I 

J 
J* 


3= 


equivalent  to  a 

thirty-second  note  J55 

equivalent  to  a  ^ 

sixtv-fourth  note  *^ 


10.   The  value  of  rests  may  be  increased  by  dots  being 
placed  after  them  in  like  manner  as  the  notes. 

Example  6. 

T    is  equal  to  *|  3  [••      is  equal  to  p  i 

rv        »         r  i  3       -*--•         m        -—-  r 
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CHAPTER    II 
SHARPS,   FLATS,   AND   NATURALS 


Sketch   of  a   Section   of  the  Pianoforte  Keyboard  showing 
the  Sharps,  Flats,  and  Naiukals. 

CftDjt      F#G#A#      C#D#      FJtGjfAi      C#  D#      F#G#Aj| 
DbEb      GbAfcBb      DbEb      GbAbBb      Db  Eb      GbAbBb 


n™™™ 


C    D   E   F   G  A  B 


E 


B 


E    F 


B 


11.  A  Sharp  %  placed  before  a  note,  raises  it  a  semi- 
tone in  pitch.  A  Semitone  is  the  distance  in  sound 
from  any  Pianoforte  key  to  its  very  next,  and  a  tone  to 
the  next  but  one. 

12.  A  Flat  t?  placed  before  a  note,  lowers  it  a  semi- 
tone in  pitch. 

13.  A  Natural  t]  restores  a  note  which  has  previously 
been  played  sharp,  or  flat,  to  its  original  pitch. 


Example  7. 


(a) 


JCtzfc 


O     VO 


at? 


g_ttt-»-tiP-r 


t=t 


i=t 


r")        Raised  a 
semitone 


Lowered  a         (a)  A  sharpened  note  restored  by 
semitone.  a  natural  to  its  original  pitch. 


14.  A  Double  Sharp  x  placed  before  a  note,  raises  it 
two  semitones  or  a  whole  tone. 
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15.  A  Double  Flat  M?  placed  before  a  note,  lowers  it 
two  semitones. 

Example  8. 


i 


Tl-r+ 


x3=btirt — | 


Raised  two 
semitones. 


Lowered  two 
semitones. 


16.  A  doubly  sharpened  note  can  be  lowered  a  semi- 
tone with  a  single  #,  or  a  doubly  flattened  note  can  be 
raised  a  semitone  with  a  single  \>  before  the  following 
note. 


Example  9. 


¥ 


^P^tt^= 


=t= 


m 


Doubly  sharpened  note     Doubly  flattened  note 
lowered  a  semitone.  raised  a  semitone. 

17.  An  Accidental  is  a  sharp,  double  sharp,  flat, 
double  flat,  or  natural  which  does  not  belong  to  the  scale 
of  the  key  indicated  by  the  key  signature.  The  effect 
of  an  accidental  continues  to  the  end  of  the  bar  in  which 
it  occurs  unless  it  is  contradicted  by  another  accidental, 
or  unless  the  note  to  which  it  applies  is  tied  to  a  note  of 
the  same  pitch  in  the  following  bar  : 

(ft  ft>) 


*  The  old- fashioned  way  was    (££ 


Jfe=. 
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CHAPTER    III 

STAVES   AND   CLEFS 

18.  The  Great  Stave  (Staff)  used  in  former  times 
consisted  of  eleven  lines,  the  "Middle  C"  line  corre- 
sponding with  the  pitch  of  the  C  clefs  referred  to  in  this 
chapter.  In  later  times  the  Great  Stave  was  abandoned 
in  favour  of  its  upper  five  lines  being  used  as  a  separate 
treble  stave,  and  the  lower  five  lines  as  a  bass  stave. 
By  this  arrangement  the  music  is  far  easier  to  read  than 
when  the  notes  were  spread  over  a  stave  consisting  of 
eleven  lines  : 

Example   10. 


Middle  C. 


THE    MODERN    STAVE. 


Example  11. 

C> 

(> 

r? 

_    Q 

1st 

line. 

2nd 
line. 

3rd 

line. 

4th 
line. 

5th 

line. 

1st 

space. 

2nd 
space. 

3rd 
space. 

4th 
space. 

19.  Clefs  are  used  for  fixing  the  alphabetical  names 
of  the  notes  on  the  stave,  three  of  which  are  in  general 
use — viz.,  the  G,  E,  and  C  clefs.* 


This  last  is  seldom  used  for  Pianoforte  music. 
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Example  12. 

The  G  The  F 

(Treble)  Clef.  (Bass)  Clef. 


The  C  Clef. 
For  Alto.  For  Tenor 


ws^m 


m 


& — 


— ^ 


Clef  note  G. 


Clef  note  F. 


Clef  note  C. 


Clef  note  C. 


20.  Middle  C. — It  should  be  clearly  understood  that 
the  C  line  on  the  Alto  and  Tenor  staves  corresponds  in 
pitch  with  the  note  called  the  "  Middle  C  "  on  the  Treble 
and  Bass  staves — i.e.  : 

Example  13. 


wmmm^mm 


c  c  c  c 

The  above  notes  are  all  exactly  the  same  pitch. 

21.  The  first  seven  letters  of  the  Alphabet,  A,  B,  C, 
D,  E,  F,  G,  are  used  for  naming  musical  sounds. 

The  Treble  and  Bass  Staves. 

Example  14. 


Treble  Stave. 


LINE    NOTES. 


SPACE    NOTES. 


I 


^ 


^ 


^ 


^ 


^ 


Z3 


:q: 


T3: 


E         G 

Bass  Stave. 


^f 


^ 


^ 


^ 


^ 


q: 


o 


:q 


q 


i 


*    The  C  Clef  is  always  on  the  3rd  line  for  Alto,  and  on  the  4th  line  for  Tenor. 
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The  Treble  and  Bass  notes  consecutively  written  : 


Example  15. 

Treble  Stave. 


fE^nr^r  r  f  r  i 


I) 
Bass  Stave. 


:J=*: 


:*=* 


II 


F        G        A       B        C         D        E        F        G        A         B 

The  steins  of  notes  should  he  written  upwards  on  the 
right  of  the  notes  which  are  below  the  middle  line  of  the 
stave,  and  downwards  on  the  left  of  the  notes  which  are 
above  the  middle  line.     (See  Ex.  15.) 

22.  Leger  Lines. — High  and  low  pitched  notes  are 
written  above  and  below  the  stave,  on  and  between  what 
are  called  leger  lines. 


Example 

16. 
A       B        0      D       E       F     etc. 

Treble 

\J 

/L                                                   ■ 

Stave. 

-m- 

j 

C        B       A       G       F       Eetc. 
C         D      E       F        G       A     etc. 

Bass 

/?iY 

ICB/. 

Stave. 

\s 

E       D       C       B       A       G  etc. 

10 
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The  Alto  Stave. 


Example  17. 


LINE    NOTES 


SPACE    NOTES. 


e? 


& 


& 


& 


221 


JUL 


o 


Cr 


E         G 


G         B 


Example  18. 

The  Alto  notes  consecutively  written  : 


prrrrf; 


EF      U    A      B      C      DEFGABCD 

The  Tenor  Stave. 

Example  19. 


LINE    NOTES. 


SPACE    NOTES. 


^ 


^^ 


^^ 


O 


^ 


JL2L 


m 


Example  20. 

Tlie  Tenor  notes  consecutively  written 


n 


T=$ 


*=a* 


#3t* 


P*=P= 


P=£ 


+  rr£ etc 


=t=t 


iz 


CDE       FGABC       UEFGAB 

23.  Several  Clefs  are  employed  with  the  object  of 
bringing  the  notes  required  for  certain  voices  or  instru- 
ments on  the  stave  adapted  to  the  pitch  of  the  part 
assigned  to  it,  thereby  avoiding  the  use  of  leger  lines. 
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The  comparative  relationship  of  pitch  between  these 
clefs  will  here  be  seen  by  the  melody  written  in  the 
treble  clef  being  also  shown  at  the  same  pitch  in  other 
clefs. 


Melody  beginning  on  the  note  called  Middle  C  : 
Example  21. 


i 


^z 


2_ 


JCj. 


* 


Middle  C. 


T^ 


The  same  melody  written   on  the  Alto,   Tenor  and 
Bass  staves  at  the  same  pitch  : 


Example  22. 

Alto  Stave. 


1& 


4^ 


§ 


Q_ 


b# 


^ 


T* 


& 


XZ 


Example  23. 

Tenor  Stave. 


■f* 

r^ 

4^ 

i           1 

J 

^o 

i                  J 

n           P^" 

I 

1                ^J           €J                  \ 

7 

fJ 

rr- 

Example  24. 


Bass  Stave. 


_&   ^  ^   g   £   £ 


^g 


Middle  C. 


12 
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24.   The  same   written  at  the  same  pitch  on   staves 
ha  vino*  clef  notes  which  are  now  obsolete  : 


Example  25. 

Soprano  Stave.  (See  Soprano  Stave,  p.  77.*) 


[ 


iff 


& 


^=1 


£2 


ZJ 


Clef  note  C. 
Example  26. 

Mezzo-Soprano  Stave. 


W 


^=Z2t=e=t 


^ 


T^ 


*2= 


id 


^~ 


rt 


Clef  note  C. 


Example  27. 

Baritone  Stave. 
F  Clef. 


M 


o £±— f 


■m.  & 


t=± 


*s> — i": 


1 


=P*= 


25.  Ottava  (Sva). — In  order  to  avoid  the  use  of 
many  leger  lines  this  term,  or  its  Italian  abbreviation, 
8zw,  may  be  written  above  the  stave  to  show  that  the 
notes  as  far  as  the  dots  continue  are  to  be  played  an 
octave  (eight  notes)  higher  than  written  and  when  below 
the  stave  an  octave  lower : 
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Example  28. 

Written.     8m 


Example  29. 


,i  i  ~ 


i  Jfl^rrrl&&£ii£+i 


Sou. 


Played. 


+*mrrfT 


^PjJJjJlljjgg 


26.  The  figure  8  written  under  certain  notes  indicates 
that  the  octaves  have  to  be  played  with  them  : 

Example  30. 

Written. 


m 


T^ 


p 


8  8  8 


8  8 


Played. 


r 1 — :zq — & — _i 


i&- 


ft 


27.  Loco. — This  word  sometimes  occurs  at  the  place 
where  the  effect  of  the  sign,  &va,  finishes,  and  the  notes 
are  then  played  at  the  pitch  at  which  they  are  written  : 


Example  31. 


8va. 


loco. 


i^g^ 
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28.  Enharmonic  Change. — When  the  name  of  a 
note  is  altered  on  paper  but  the  pitch  on  the  Pianoforte 
remains  exactly  the  same,  it  is  called  an  enharmonic 
change.  There  are  eleven  pianoforte  keys  (white  and 
black)  in  each  octave  of  notes  which  bear  three  alpha- 
betical letter  names,  whilst  the  remaining  one  can  have 
but  two  names  only — viz.,  G#,  and  Afr.     (See  below.*) 

Example  32. 


Bf,  C,     d&i>,  are  one  and  the  same  sound. 

Bx,    CB,    I», 


Cx, 

I>, 

Ebb, 

D|, 

Eb, 

Fbb, 

Dx, 

E, 

*>, 

E«, 

F, 

Gbb, 

Ex, 

Ftf, 

Gb, 

Fx, 

G, 

Abb, 

* 

'G% 

Ab, 

Gx, 

A, 

Bbb. 

Af, 

Bt», 

Cbfr, 

Ax, 

B, 

Cb, 

55 

55 

55 

55 

55 

55 

55 

55 

55 

55 

55 

55 

55 

55 

5' 

>5 

55 

:5 

55 

55 

V, 

J 
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CHAPTER    IV 

SCALES,    KEY   SIGNATURES, 

AND  THE  TECHNICAL  NAMES  FOR  THE  DEGREES  OF 
THE  SCALE 

2\).  A  Scale  is  a  succession  of  sounds  ascending  or 
descending  by  degrees  fiom.tbe  starting  note  or  key-note 
to  its  octave  above  or  below.  The  name  of  the  scale 
is  defined  by  the  position  of  the  tones  and  semitones. 

30.  Technical  Names  for  the  degrees  of  the  scale  : 
1st  (Key-note),  Tonic.  5th,  Dominant. 

2nd,  Supertonic.  6th,  Submediant. 

3rd,  Mediant.  7th,  Leading- note. 

4th,  Subdominant.  8th,  Tonic. 

31.  There  are  three  kinds  of  scales — viz.,  Major, 
Minor,  and  Chromatic.  Of  the  Minor  there  are  two 
varieties — Harmonic  and  Melodic. 

32.  Key  Signature. — The  sharps  or  flats  placed  at 
the  beginning  of  a  musical  composition  are  called  the 
key  signature,  the  exception  being  the  key  of  C  Major, 
in  which  there  are  no  sharps  or  flats,  and  the  key  of 
A  Minor,  its  relative  minor  key  (Par.  34),  in  which  an 
accidental  sharp  occurs  as  the  leading-note  (Par.  30). 

33.  In  key  signatures  the  sharps  follow  each  other  in 
fifths  upwards  :  F#,  C#,  Gjt,  D#,  Ait,  E+f,  B#,  whilst  in 
keys  with  flats  the  order  is  reversed,  the  flats  following 
each  other  in  fifths  downwards:  Bb,  Eb,  Ab,  Db,  Gb,  Cb,  Fb. 
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MAJOR    KEY   SIGNATURES 


Example  33. 
C        G        D 


B 


F| 


Ojf 


-S^-rSr^-rSA— r^^it-T^rft 


^J^f^^S^^ 


Example  34. 

C  F         B9 


©> 


A>> 


I# 


G? 


G^ 


2_ 


tfc 


tfe 


£* 


** 


** 


*£ 


t^ 


34.  A  Relative  Minor  key  is  called  "Relative" 
because  it  lias  the  same  key  signature  as  its  major,  and 
its  key-note  is  found  three  semitones  lower  than  the 
latter. 


Example  35. 
Ivy  D  Major 

i 


W 


& 


1st  Semitone.     2nd  Semitone.       3rd  Semitone. 


#2 


flc 


^ 


Key  B  Minor. 
Relative  of  D  Major. 


35.  A  Relative  Major  key  has  the  same  key  signa- 
ture as  any  given  minor  key,  and  its  key-note  is  found 
three  semitones  higher  than  the  latter. 

Example  36. 

Key  D  Minor.      1st  Semitone.    2nd  Semitone.       3rd  Semitone. 


i 


£ 


-e>- 


Jf^ 


a: 


¥ 


Key  F  Major. 
Relative  of  D  Minor. 
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36.  A  Tonic  Minor  key  bears  the  same  letter  name 
for  its  Tonic  (or  key  note)  as  any  given  major  key,  but 
it  has  a  different  key  signature. 


Example  37. 

Key  G  Major.         Key  G  Minor.  Key  F  Major 


Key  F  Mine 


i 


— & 


& 


$*^m 


6g 


X2I 


1 


37.  A  Tonic  Major  key  bears  the  same  letter  name 
as  any  given  minor  key,  but  it  has  a  different  key  signa- 
ture. A  Tonic  Major  key  has  always  three  sharps  more 
or  three  flats  less  (in  the  signature)  than  the  Tonic  Minor 
key. 


Example  38. 

Key  E  Minor.  Key  E  Major.  Key  G  Minor.         Key  G  Major 


E 


m 


& 


t 


& 


& 


Related  Key  Signatures.     (Read  perpendicularly.) 
Example  39. 


f^^j^jl^^^fh^ 


C  Major.  G  Major.   D  Major.  A  Major.    E  Major.      B  Major.  F$  Major.  CJJ  Major. 

A  Minor.  E  Minor.  B  Minor.  F#  Minor.  Cjf  Minor.    G%  Minor.         Dfl  Minor.  A#  Minor. 


w^M^^$sg§m§m 
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Example  40. 


i 


l^m 


^wm¥m^m 


C  Major    F  Major.  Bb  Major.  Eb  Major.     At?  Major.      Db  Major.        Gb  Major.         Cb  Major. 
A  Minor.  D  Minor.  G  Minor.      C  Minor.      F  Minor.      Bb  Minor.        Eb  Minor.  Ab  Minor. 


38.  Diatonic  Scale. — There  are  two  kinds  of  dia- 
tonic scales — viz.,  Major  and  Minor,  which  consist  of 
tones  and  semitones,  the  alphabetical  name  of  each  note 
being  changed  at  every  step.  An  exception  to  this  rule 
is,  however,  found  in  the  harmonic  minor  scale,  in  which 
an  augmented  second  (Par.  59)  occurs  between  the  6th 
and  7th  notes  (Par.  41). 

39.  The  Major  Scale. — In  the  major  scale  the  semi- 
tones occur  between  the  3rd  and  4th  and  7th  and  8th 
notes,  ascending  and  descending,  whilst  whole  tones  are 
found  between  the  1st  and  2nd,  2nd  and  3rd,  4th  and  5th, 
5th  and  6th,  and  6th  and  7  th  notes. 

Major  scales  in  sharps  beginning  with  the  open  key 
of  C: 

Example  41. 
C  Major. 


1st 


2nd.         3rd.         4th.         5th.  6th.  7th.         8th. 


8 


& 


2Z 


^ 


2?: 


^ 


:q: 


Tone.        Tone.    Semitone.    Tone.      Tone.       Tone.     Semitone. 


G  Maj< 
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D  Major 


ft 


-0- 


I 


^^ 


321 


-^ 


IS: 


CT 


t 


A  Major. 

ft# 


$ 


^^ 


2Z 


_<2_ 


z^is: 


E  Major. 


n   tt  $ 

V   *#  tt 

^ 

r> 

/£     ±t  **• 

r? 

frh 

£2 

-jyi      e> 

r>           ^ 

B  Major. 


*=S 


'& 


*- 


^^ 


zz 


32: 


^ 


CT 


F*  Major 


sfa 


o        <>        & 


m 


zz 


-«: 


CT 


^ 


32=^ 


OS  Major. 


^fizS: 


zz 


&- 


o 


^*— *-*- 
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The  Major  Scales  with  flats  : 

Example  42. 
F  Major. 


& 


Z3L 


e? 


0=^=? 


22: 


B?  Major. 


IP 


£==e=zx 


^r=z^_g=g: 


E?  Major. 


i 


a 


Et 


5=3T=« 


s=z^E^e 


Ai?  Major. 


Di?  Major. 


|p 


17  b.     ■ "  _= — 


G?  Major. 


6=^=^— o=^E^ 


^ 


C'?  Major. 


|gfe^-=^=^^MI 
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40.  Minor  Scale. — There  are  two  forms  of  the  minor 
scale — viz.,  the  Harmonic  and  the  Melodic. 

41.  The  Harmonic  Minor  Scale. — The  difference 
between  the  major  and  the  harmonic  minor  scale  is — 

The  major  scale  has  a  major  third  and  a  major 
sixth  (Par.  57)  whilst  the  harmonic  minor  scale  has  a 
minor  third  and  a  minor  sixth  (Par.  58). 

In  the  harmonic  minor  scale  the  semitones  occur  be- 
tween the  2nd  and  3rd,  5th  and  6th,  and  7th  and  8th  notes, 
ascending  and  descending,  and,  as  previously  mentioned, 
an  augmented  second  (Par.  59)  occurs  between  the  6th 
and  7th  notes.  As  its  name  implies,  this  scale  is  used 
for  harmonic  purposes;  that  is,  the  notes  of  which  the 
scale  consists,  are  used  for  constructing  chords,  notes  in 
combination,  sounding  together.  In  the  chapter  on 
Triads  (p.  78)  the  student  will  find  chords  used  for 
this  purpose,  both  in  the  major  and  the  harmonic  minor 
key.  He  will,  however,  learn  how  and  under  what  con- 
ditions he  may  make  use  of  these  chords,  after  he  has 
gained  a  thorough  knowledge  of  the  Rudiments  of  Music. 

The  Harmonic  Minor  Scales  with  sharps  : 

Example  43. 
A  Har.  Minor. 

-& — 


^=Z2I 


J3L 


E  Har.  Minor. 

4"     -      «=^j*-» 


p-    <>     -g=rf± 
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Example  43 — continued 
B  Har.  Minor. 

3^- 


e- 


:flo: 


^ 


CT 


Ftf  Har.  Minor. 


I 


o: 


^ 


fc 


^ 


331 


<5         <*> 


-e^ 


C8  Har.  Minor. 


i 


&s 


m 


~Cf 


-     Q  <> 


^3: 


3^ 


G5   Har.  Minor. 


I 


*3 


Z2I 


*& 


£i 


m 


zz 


IQI 


Dfl  Har.  Minor. 


i 


$fe 


£3 


xq: 


& 


^=ZZ=^ 


^z 


7T 


AJJ  Har.  Minor. 


Ef 


Z2I 


c»      Q: 


yLC2- 


THE    RUDIMENTS    OF    MUSIC 


23 


The  Harmonic  Minor  Scales  with  flats 
Example  44. 

D  Har.  Minor. 


G  Har.  Minor 

— ft— fr 


~ct: 


& 


JCtr 


fc> 


e> 


QI 


e? 


o: 


e> 


<jr 


So 


GL_ 


C  Har.   Mil 


£ 


o 


e> 


zz 


-e> 


T2I 


ftO 


s: 


Har.  Minor. 


£ 


4JL 


& 


ct 


& 


CI 


& 


i^E=r^= 


B1?  Har.  Minor. 


k=£==^ 


o 


^ 


QI 


^ 


-Q. 


&<S> 


E"  Har.  Minor. 


JCT 


& 


^21 


<5=* 


2=t< 


T3: 


i 


Ab  Har.    Minor. 


=£B=S 


g 


=^  fc^rzozzz!^ 


jQ 


q: 


^ 


«Q 
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42.  The  Melodic  (or  Arbitrary)  Minor  Scale  is 

used  for  melodic  purposes — that  is,  for  the  writing  of 
melodies,  progressions  of  single  sounds,  songs,  instru- 
mental solos,  or  single  parts  in  orchestral  or  vocal  scores. 
The  word  "  Arbitrary  "  applies  to  this  scale  owing  to  its 
major  6th  and  7th  in  the  ascending  form  being  arbitrarily 
altered  to  a  minor  7th  and  6th  in  the  descending  portion, 
with  the  object  of  securing  smoothness  and  to  avoid  the 
use  of  the  augmented  2nd  in  melody.     (Par.  59.) 

The  Melodic  Minor  Scales  with  sharps  : 

Example  45. 

A  Mel.  Minor. 


^^rrwja^ 


E  Mel.  Minor. 


B  Mel.  Minor. 


^^Jj-jz^^S^^^^ 


Ft  Mel.  Minor. 


t^r^t^r^w^ 


a=^ 
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Ct  Mel.  Minor 


m 


«j 


■m 


^#** 


i=^3 


S 


<^ 


^=^ 


Gg  Mel.  Minor. 


f^^^^^^^^ 


Dtf  Mel.  Minor. 


I 


sfe 


S 


P=t 


Stat 


-i — V—^= 1- 


*=st 


Alt  Mel.  Minor. 


*g^5£ 


*^ 


t=t 


£S 


^^F 


The  Melodic  Minor  Scales  with  flats 

Example  46. 

D  Mel.  Minor. 


Ip^^l^^S^ 


G  Mel.  Minor. 


t=I 


:it* 


S-wT 


±3=± 


C  Mel.   Minor. 


jpag^^^^^^pp 
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Example  46 — continued. 
F  Mel.  Minor. 


d: 


F=F 


^t 


^-p 


:fip=pi 


t=± 


£=p^g 


1^1 


B?  Mel.  Mine 


s^rzrgmri-rr^ 


E>  Mel.   Minor. 


*£ 


*£ 


gliilseiii 


p=t 


I 


V9  Mel.  Minor. 


ir 


Ft 


^ripJr^TV^ 


r 


M 


43.  Diatonic  and  Chromatic  Semitones- — The 

names  of  the  two  notes  which  form  a  diatonic  semitone 
bear  a  different  letter  name,  such  as  C  to  D,  D  to  Eb.  They 
may  occur  between  two  notes  of  a  Diatonic  or  Chromatic 
Scale,  but  the  two  notes  forming  a  chromatic  semitone 
have  the  same  letter  name,  such  as  F  to  F#,  B  to  Bb,  which 
can  only  occur  in  the  Chromatic  Scale.     (Par.  54.) 


Example  47. 

Diatonic  Semitones. 


Example  48. 

Chromatic  Semitones. 


i±l^ 


Bf 


Vi 


II 


=^=ftotz=^=W 


g     n 


AS 


Gb 
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44.  The  Chromatic  Scale  consists  of  a  succession 
of  semitones.  There  are  two  forms  of  this  scale,  the 
Harmonic  and  the  Melodic. 

45.  The  Harmonic  Chromatic  Scale  consists  of 
the  whole  of  the  notes  found  in  the  Major,  and  both 
forms  of  the  Minor  Scale,  with  the  addition  of  the  minor 
second  and  the  augmented  fourth  (Par.  59).  The  first 
and  fifth  letter  names  are  used  once  only,  whilst  the  five 
other  ones  each  occur  twice. 

Example  49. 

Harmonic  Chromatic  Scale  starting  on  C. 

1223344  56-67  T  8 


q=t=t 


g^^E^3 


&» 


^:-fr*iK 


Example  50. 

Starting  on  the  note  F. 


:J=£s^~ft*i?* 


k 


Vm  \)p  b(*  ftp: 


m 


46.  The  Melodic  Chromatic  Scale  contains  all  the 
notes  of  the  harmonic  form  of  this  scale,  but  differs  in 
notation,  the  third  and  seventh  letter  names  in  the  ascend- 
ing part  being  used  once,  whilst  the  rest  occur  twice.  The 
descending  portion  is  identical  with  the  harmonic  form. 


Example  51. 

Melodic  Chromatic  Scale  starting  on  C. 


Descending  portion  same  as  han 


^^m^^^^^^^^^m 


==F=f 


Example  52. 

Starting  on  G. 


s^S^S^S^I 
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47.  A  Tetrachord  is  a  series  of  four  diatonic  sounds, 
beginning  on  the  tonic  or  dominant  of  any  major  scale. 
Every  major  scale  consists  of  an  upper  and  a  lower  tet- 
rachord. The  whole  tones  are  between  the  1st  and  2nd, 
and  the  2nd  and  3rd  notes,  whilst  a  semitone  occurs  be- 
tween the  3rd  and  4th  notes. 


Example  53. 

Scale  of  C  Major. 


Lower  tetrachord. 


Upper  tetrachord. 


i 


£21 


Z3I 


^^ 


X2I 


0 


Semi 
Tone.     Tone,     tone 


Semi- 
Tone.      Tone.      tone. 


48.  The  upper  tetrachord  of  every  major  scale  forms 
the  lower  tetrachord  of  the  scale  a  fifth  higher,  whilst 
the  lower  tetrachord  of  every  major  scale  forms  the 
upper  tetrachord  of  the  scale  a  fifth  lower : 


Example  54. 


Scale  of  C  Major. 


m 


%& 


Q. 


XZ 


TT 


Scale  of  F  Major.  Scale  of  G  Major. 

NAMING   THE  KEY  SIGNATURE 

OF   A   GIVEN   MELODY. 

49.  To  decide  whether  music  is  in  the  major  key, 
look  at  the  recurrences  of  the  5th,  or  dominant 
Par.  (30).  If  that  is  raised  a  semitone  by  an  accidental, 
the  key  is  the  relative  minor  : 

(Windsor.) 


&> 


Z± 


r± 


&> 


>I$^ 
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CHAPTER  V 
INTERVALS  AND  THEIR  INVERSIONS 

50.  An  interval  is  the  distance  between  two  notes  or 
sounds,  such  as  C  to  C|  or  C  to  D.  Intervals  are  generally 
counted  upwards — that  is,  from  the  lowest,  or  bass  note. 

51.  A  Melodic  interval  consists  of  two  sounds 
heard  in  succession,  the  one  after  the  other. 

52.  A  Harmonic  Interval  consists  of  two  notes 
sounding  together. 


Example  55. 


Example  56. 


A  Melodic  Inteival. 


A  Harmonic  Interval. 


I 


xz 


JOL 


53.  Diatonic  Intervals  (Par.  38). — Two  notes  or 
sounds  having  separate  alphabetical  names,  which  occur 
in  a  diatonic  scale,  are  called  a  diatonic  interval.  The 
following  notes  are  parts  of  the  diatonic  scales  of  G 
and  F  Major  respectively.  They  are  therefore  diatonic 
intervals. 


Example  57. 


Key  G  Major. 


Key  F  Major. 


^^s^Jee^e^=8 
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54.  Chromatic  Intervals. — Two  notes  having  the 
same  alphabetical  name,  which  may  be  found  in  the  chro- 
matic scale,  are  called  a  chromatic  interval. 


Example  58. 


Chromatic  Intervals. 


P=tfc2 


<S>— k<5> 


Z±=#& 


cs 


EP 


F* 


55.  Intervals  are  divided  into  five  classes — viz., 
Perfect,  Major,  Minor,  Augmented,  and  Diminished. 

56.  Perfect  Intervals  are  called  perfect  because 
they  remain  perfect  when  inverted.  They  are  the  uni- 
son, fourth,  fifth,  and  eighth. 


Example  59. 

Perfect  Unison.  Perfect  4th. 


Perfect  5th. 


Perfect  8ve. 


r-y r 

y 

r~> 

\C\ 

KV 

f> 

l)            -^£>- 

-& 

^ 

^- 

57.  Major  Intervals.     Every  note  above  the  key- 
note in  a  major  scale  is  either  major  or  perfect. 


Example  60. 


Perfect 
Unison. 

Major 
2nd. 

Major 
3rd. 

Per. 
4th. 

Per. 
5th. 

Major 
6th. 

Major 
7  th. 

Perfect 

8ve. 

y            1 

/f            1 

r^ 

i<T\           I 

r"> 

\y\)          i 

f> 

%)   ^^&- 

^S^> 

4^ 

^ 

~& 

-e*- 

^ 

-& 
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58.  A    Minor    Interval    is    a    chromatic    semitone 
smaller  than  a  major  interval. 


Example  61. 

Minor  2nd. 


Minor  3rd. 


Minor  6th. 


Minor  7th 


5q 


¥^ 


r^ic* 


^ 


59.  An  Augmented  Interval  is  a  chromatic  semi 
tone  larger  than  a  major  or  perfect  interval. 


Example  62. 

Augmented  2nd. 


Aug.  4th. 


Aug.  5th. 


Aug.  6th. 


i 


^080 


S^ 


ge> 


#Q 


-o- 


60.  A  Diminished  Interval  is  achromatic  semitone 
smaller  than  a  minor  or  perfect  interval. 


Example  63. 

Diminished  3rd. 


Dim.  4th. 


Dim.  5th. 


Dim.  7th. 


-$> 


&- 


& 


fid 


«- 


^ 


^2- 


61.  The  various  kinds  of  intervals  are  divided  into 
two  classes — Consonant  and  Dissonant. 

62.  A  Consonant  Interval  satisfies  the  ear,  and 
does  not  require  to  be  followed  by  another  sound. 
There  are  two  classes  of  consonant  intervals — viz., 
perfect  and  imperfect.  The  former  are  the  perfect 
unison,  fourth,  fifth,  and  octave.  The  imperfect  con- 
sonants are  the  major  and  minor  third,  and  the  major 
and  minor  sixth. 
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Example  64. 


Perfect  Unison.     Perfect  4th.     Perfect  5th.    Perfect  8ve. 


PERFECT 
CONSONANTS 


— ■ p- 

-    ■— 

Sv 

CJ 

f([\ 

\s\) 

(J 

tJ        o  o 

-&- 

-&- 

-&- 

Example  65. 


5  Semitones.  7  Semitones.  12  Semitones. 


Major  3rd.         Minor  3rd.         Major  6th.      Minor  6th. 


IMPERFECT 
CONSONANTS. 


^ 


^ 


zjt 


ta 


4  Semitones.     3  Semitones.    9  Semitones.    8  Semitones. 

63.  A  Dissonant  Interval  is  unsatisfactory  to  the 
ear,  and  needs  to  be  followed  by  a  chord  in  which  the 
interval  is  resolved.  Seconds,  sevenths,  and  all  dimin- 
ished and  augmented  intervals  are  dissonant. 

Example  66. 

DISSONANT  INTERVALS. 
Minor  2nd.         Major  2nd.     Aug.  2nd.      Dim.  3rd.      Dim.  4th.     Aug.  4th. 


fes 


1 


^CF 


gS^ 


m 


^ 


HZ 


*? 


Semi- 

2 Semi- 

3 Semi- 

2 Semi- 

4 Semi- 

6 Semi- 

tone. 

tones. 

tones. 

tones. 

tones. 

tones. 

Dim.  5th.     Aug.  5th.      Aug.  6th.      Dim.  7th.      Minor  7th.     Major  7th. 


^e^ 


3^ 


$& 


W& 


^ 


%& 


-^- 

-<s> 

e^ 

&- 

«^ 

~&- 

6  Semi- 

8 Semi- 

10 Semi- 

9 Semi- 

TO Semi- 

11 Semi 

tones. 

tones. 

tones. 

tones. 

tones. 

tones. 

64.  Tritone. — The  interval  of  an  augmented  fourth, 
which  occurs  between  the  fourth  and  seventh  notes  of 
the  major,  harmonic  minor,  and  the  ascending  portion  of 
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the  melodic  minor  scale,  is  called  a  tritone,  owing  to  its 
containing  three  whole  tones.  When  used  in  a  scale  to 
which  it  belongs,  it  is  a  diatonic  interval. 


Example  67. 


Tritones. 


& 


C2- 


e> 


#o 


Key  C.  Key  D. 


65.  The  student  should  write  the  consonant  and  disso- 
nant intervals  named  above  the  notes  G,  F,  D,  Bb,  etc., 
and  test  his  answers  by  counting  the  semitones  between 
each  interval.  Another  rule  for  determining  an  interval 
above  a  given  note  is  by  taking  the  lower  note  as  a  tonic, 
or  key  note.  The  intervals  from  this  note  to  any  of  the 
notes  of  the  major  scale  are  either  perfect  or  major. 
Thus,  in  the  scale  of  C  major,  C  to  1)  is  a  major  second, 
C  to  E  a  major  third,  C  to  G  a  perfect  fifth,  etc.  There- 
fore, to  find,  say,  the  minor  sixth  from  C,  first  name  the 
major  sixth,  At],  then  lower  this  note  a  chromatic  semi- 
tone to  Ab  to  make  it  a  minor  sixth.  By  applying  this 
rule,  other  intervals  may  easily  be  found. 

1)6.  Inverted  Intervals. — An  interval  may  be  in- 
verted by  placing  the  higher  note  an  octave  lower,  or 
the  lower  note  an  octave  higher. 

To  find  out  what  an  interval  becomes  when  inverted, 
subtract  the  number  of  the  original  interval  from  9  ;  the 
remainder  will  be  the  numerical  number  of  the  inverted 
interval.  For  instance,  4  subtracted  from  9  leaves  5, 
this  being  the  numerical  number  after  inversion. 

Perfect  intervals  remain  perfect  when  inverted. 

3 
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Example  68. 


PERFECT 
INTERVALS. 


The  same 
inverted. 


Perfect  1st, 
or  Unison. 


i 


^^ 


B 


Z2I 


Perfect  8ve, 
12  Semitones. 


Perfect  4th, 
5  Semitones.* 


q: 


Z3: 


zx 


Perfect  5th, 
7  Semitones. 


Perfect  5th, 

7  Semitones. 


^ 


:q: 


-& 


Perfect  4th, 
5  Semitones. 


67.  Major  intervals  become  minor  when  inverted. 
Example  69. 


MAJOR 
INTERVALS. 


The  same 
inverted. 


Major  2nd, 

2  Semitones. 


Major  3rd,  Major  6th, 

4  Semitones.      9  Semitones. 


Major  7th, 
11  Semitones. 


Minor  7th, 
10  Semitones. 


Minor  6th, 
Semitones. 


Minor  3rd, 
3  Semitones. 


— §- 1 

.... 

<$ 

CJ 

G> 

=7?      "- 

W^r     - 

^ 

TJ 

...    f_^^  ■*■ 

Minor  2nd, 
1  Semitone. 


68.  Minor  intervals  become  major  when  inverted. 
Example  70. 


MINOR 
INTERVALS. 


The  same 
inverted. 


Minor  2nd, 
1  Semitone. 


Minor  3rd, 
3  Semitones. 


Minor  6th,        Minor  7th, 
Semitones.      10  Semitones. 


I 


ter 


^ 


kz 


^ 


Major  7th, 
11  Semitones. 


Major  6th, 
9  Semitones. 


Major  3rd, 
4  Semitones. 


Major  2nd, 
2  Semitones. 


*  It  will  be  seen  that  the  number  of  semitones  in  an  interval  added  to  the  number 
in  its  inversion  make  a  total  of  twelve,  this  being  the  number  of  semitones  in  «l 
complete  octave. 
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69.  Augmented    intervals    become   diminished    when 
inverted. 


Example  71. 


Augmented  2nd,         Aug.  4th,  Aug.  5th,  Aug   6th, 

3  Semitones.         6  Semitones.      8  Semitones.     10  Semitones. 


AUGMENTED 
INTERVALS. 


The  same 
inverted. 


i 


^ffc^ 


^ 


q: 


ffGL 


ge> 


q: 


^ 


8*2 


^ 


=*8 


Diminished  7th, 
9  Semitones. 


Dim   5th, 

6  Semitones. 


Dim.  4th, 
4  Semitones. 


Dim.  3rd, 

2  Semitones. 


70.  Diminished    intervals    become   augmented   when 
inverted. 


Example  72. 


Diminished  3rd, 
2  Semitones. 


Dim.  4th,  *       Dim.  5th,  *        Dim.  7th, 
4  Semitones.     6  Semitones.       9  Semitones 


DIMINISHED 
INTERVALS. 


The  same 
inverted. 


m 


-fe< 


i 


Z2: 


tofe 


KZ 


^ 


xz 


to: 


¥^ 


&&& 


fe*^ 


Augmented  6th, 
10  Semitones. 


Aug.  5th,  Aug.  4th, 

Semitones.     6  Semitones. 


Aug.  2nd, 
Semitones. 


71.  Simple  Intervals  are  within  the  compass  of  an 
octave,  whilst  Compound  Intervals  exceed  the  octave. 

Example  73. 

Simple  Intervals.  Compound  Intervals. 


i 


Z2I 


& 


— g^ 

Major  3rd. 


Perfect  5th. 


Major  3rd. 


Perfect  5th. 


*  The  student  is  again  reminded  that  diminished  4ths  and  5ths  are  only  one 
semitone  smaller  than  perfect  4ths  and  5ths. 
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Table  of  Intervals,  with  their  Inversions. 

Inversion. 

Minor  2nd,  Dissonant  interval,  Major  7th 

Major  2nd,  Dissonant        „  Minor  7th 

Augmented  2nd,  Dissonant        „  Diminished  7th 

Diminished  3rd,   Dissonant        „  Augmented  6th 

Minor  3rd,    Imperfect  consonant,  Major  6th 

Major  3rd,   Imperfect         „  Minor  6th 

Diminished  4th,    Dissonant  interval,  Augmented  5th 

Perfect  4th,   Perfect  consonant,  Perfect  5th 

Augmented  4th,   Dissonant  interval,  Diminished  5th 

Diminished  5th,    Dissonant        ,,  Augmented  4th 

Perfect  5th,   Perfect  consonant,  Perfect  4th 

Augmented  5th,   Dissonant  interval,  Diminished  4th 

Minor  6th,   Imperfect  consonant,  Major  3rd 

Major  6th,    Imperfect         „  Minor  3rd 

Augmented  6th,   Dissonant  interval,  Diminished  3rd 

Diminished  7th,    Dissonant        ,,  Augmented  2nd 

Minor  7th,   Dissonant       ,,  Major  2nd 

jor  7th,    Dissonant        ,,  Minor  2nd 


Perfect         8th,    Perfect  consonant,        Perfect  unison 


THE    RUDIMENTS   OF    MUSIC  37 


CHAPTER  VI 

TIME,    TIME    SIGNATURES,    AND    THE 
BARKING   OF   GIVEN   PASSAGES 

72.  Keeping  time  in  the  performance  of  a  piece  of 
music  is  the  giving  to  every  sound  or  silence  its  propor- 
tionate duration,  as  indicated  by  the  note  or  rest  used  for 
that  purpose. 

73.  Bar  Lines  are  used  for  dividing  the  notes  into 
uniform  bars,  or  measures,  the  space  or  characters  be- 
tween the  vertical  lines  being  called  the  bar. 

74.  A  Double  Bar  consists   of   two   vertical   lines 
izz  which  mark  the  end  of  a  piece,  or  a  section 

:  of  it. 


75.  Rhythm. — The  division  of  musical  ideas  or  sen- 
tences into  metrical  portions  ;  time  and  accent  as  applied 
to  melody. 

Duple  Time,  two  divisions,  or  beats,  in  a  bar. 
Triple  Time,  three         „  „  „ 

Quadruple  (Common)  Time,  four  divisions,  or 
beats,  in  a  bar 

76.  Time  Signature. — The  two  figures  following 
the  key  signature,  written  in  the  form  of  a  fraction,  are 
called  the  time  signature. 

77.  Simple  Time- — Bars  of  two,  three,  or  four  beats, 
or  counts,  are  called  "  Simple,"  because  each  beat  can 
be  divided  into  halves  or  quarters. 
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Example  74. 

Whole  beat  notes. 


Simple  Common  Time. 
Half  beat  notes.  Quarter  beat  notes. 


,—,„„, — |  |  |  |    I  1™H  II 


Count     1234       1-2-3-4-      1---2---3---4--- 

78.  Fractional  Value  of  Beats. — The  semibreve 
being  the  standard  note  from  which  all  time  signatures 
are  derived,  the  higher  figure  in  a  time  signature  denotes 
the  number  of  beats  to  be  counted  in  each  bar,  whilst  the 
lower  figure  applies  to  the  fractional  value  of  each  beat. 

Example  75. 

|,  two-fourths  of  a  semibreve  (2  crotchets)  in  a  bar. 
i,  three-eighths    „         ,,  (3  quavers)  ,, 

2,  four-halves       „  „         (4  minims)  ,, 

|,  six-eighths        „         „         (6  quavers)  „ 

%,  nine-fourths      „         „         (9  crotchets)        „ 

79.  Compound  Time. — Music  having  dotted  note 
beats  is  written  in  compound  time,  because  each  beat  can 
be  divided  into  thirds  or  sixths  of  a  beat. 

Example  76. 


Dotted  note     Value  of  each  note- 
beats,  one- third  of  a  beat. 


Value  of  each  note — 
one-sixth  of  a  beat. 


Count        l 

80.  Simple  time  signatures  may  be  turned  into  com- 
pound time  signatures  by  multiplying  the  higher  figure 
by  3  and  the  lower  by  2. 

Example  77.  Simple      The  Same 

Time.     Compounded. 

Three  twos    /2\  are    (> 
Twice  four    \4/  are    8 

81.  The  simple  time  of  any  compound  time  signature 
may  be  obtained  by  dividing  the  upper  figure  by  3  and 
the  lower  by  2. 
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LIST   OF   TIME   SIGNATURES    IN    GENERAL   USE. 


Simple  Duple. 


Compound  Duple. 


Two  counts  of  a  dotted  minim  in 
Two  counts  of  a  minim  in  each  bar.  each  bar. 


Count     1        2  1 

Crotchet  beats. 


1         2  1    -    -       2 

Dotted  crotchet  beats. 


\m 


z±= 


imz^jn: 


SffiS^ 


9  *Z»— J  (i Zl 


Quaver  beats. 


Dotted  quaver  beats. 


H  — -  -fr— 1>— J— i— j—b^-Hfl-friar--  ?— l-|-i-! — ^-V  H 


Simple  Triple. 


Compound  Triple. 


Count    12      3  1     -      •_•    - 


rnpqcptjQEjEp: 

1    -   -     2    -    -     3    -    - 


s 


3 


«= 


Simple  Quadruple. 


Compound  Quadruple. 


zzzQzp-SFipi 


zfcjZ-rztTt 


stffl 


tw 


Count     1 


4         1-2-3-    4 


12      3      4  1 


SI'S 


p:i_i:o:    #####*«* 


jrarrprjE 


-I-  H-  +-  HH  -l — r — 1 —  hf-r- 


Ifi 


Z#*3  &99  9WWMMW 
ttPtLP 
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82.  Alia  Breve  Time. — This  sign  0,  which  is  fre- 
quently found  in  old  church  music,  implies  two  or  four 
minim  beats  in  each  bar,  and  is  called  Alia  Breve,  or  Alia 
Capella,  time.  The  same  sign,  C,  without  the  vertical 
line,  which  is  now  rarely  used,  signifies  Quadruple  Time, 
or  four  crotchets  in  a  bar. 

83.  Accent  is  stress,  or  emphasis,  given  to  certain 
notes.  There  are  three  degrees  of  accent — viz., 
(1)  Strong,  (2)  Medium,  (3)  Weak.  Except  under  certain 
conditions,  the  strong  accent  falls  on  the  first  beat,  and 
the  weaker  accents  occur  as  follows  : 


Example  78. 

Duple  Time. 

Strong.  Weak. 


Triple  Time. 

Strong.    Weak.  Weak. 


2 


Quadruple  Time. 

Strong.  Weak   Medium.  Weak. 


fe 


1  2 

Example  79. 


Compound  Duple  Time, 
s     w  s     m  w        s    w      m  w  w  s   w  w  m  w   w 


p 


&=m£ 


w^m- 


K+U 


J*=P 


Example  80. 


Compound  Triple  Time. 
s      w      w         s     w    m     w    w    m  w 


Example  81. 


Compound  Quadruple  Time. 
s  w  m  w 


l^rf^1^^ 
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84.  Syncopation  occurs  when  stress  is  given  to  an 
unaccented  part  of  a  bar,  or  when  the  last  note  of  a  bar 
is  tied  to  the  first  of  the  next.  Also,  when  a  note  of 
weak  accent  is  tied  to  one  with  strong  accent  imme- 
diately following,  the  accent  is  then  given  to  the  first 
note  of  the  two. 

Example  82. 


Example  83. 


Example  84. 


85.  The  introduction  of  rests  sometimes  disturbs  the 
accent,  and  causes  a  passage  to  be  syncopated. 

Example  85. 


86.  Grouping  of  Notes- — In  the  various  species  of 
time,  the  principal  beats  and  accents  are  more  clearly 
defined  by  notes  shorter  than  crotchets  being  joined  by 
their  hooks.  In  simple  times,  joined  notes  of  equal 
value  are  grouped  in  twos  and  fours. 
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Example  86. 


Simple  Duple  Time. 


£rg^ 


sg 


pq=L 


1       2 


2      - 


1      2 


87.  In  compound  times,  notes  shorter  than  crotchets 
are  grouped  in  threes  and  sixes,  each  beat  being  of  the 
value  of  a  dotted  note. 


Example  87. 


Compound  Duple  Time. 


Qzm-^mr^- 


■&m 


Example  88. 


m  P  m  p  • - 

-W^r^-^r'- 

J 

1     -    2 


Simple  Triple  Time. 


12    3-1 


Example  89. 


Compound  Triple  Time. 


Ei^fe 


t*y= 


P=^S:, 


I— +^» !•** 

' 1 


8. 


1    -    2 


1    - 
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Example  90. 


Simple  Quadruple  Time. 


rflpfrjjgfrcriftfiff^-i 


2    -     3 


4     -         1 


2     3     4 


Example  91. 


Compound  Quadruple  Time. 


p^smm^-. 


12-3 


2      3-4 


88.  Note  Duration. — In  simple  and  compound  times, 
a  single  note  representing  a  sound  lasting  two  divisions 
of  a  bar  is  correct  if  used  as  follows  : 


Example  92. 


4-t- 


fe^Nfe^] 


Sfe^^BSE^f-^ 


89.  In  compound  times,  a  note  representing  a  sound 
lasting  for  one  division  of  a  bar  and  a  portion  only  of 
the  next,  or  a  portion  of  a  division  and  the  whole  of  the 
next,  is  incorrect. 
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Example  93. 
Good. 


90.  The  dotted  note  beats  at  (a)  in  the  above  example 
are  clear,  and  do  not  cover  more  than  one  division  in 
each  case,  but  at  (/>)  the  minim  lasts  for  a  whole  division 
and  a  portion  of  the  second,  whilst  at  (c)  the  tied  note 
represents  the  sound  covering  a  portion  of  the  first  divi- 
sion and  the  whole  of  the  next.  At  (d)  the  minims  also 
transgress,  and  at  (e)  the  dotted  crotchet  overlaps.  Each 
dot  between  the  staves  represents  a  third  portion  of  a 
division,  or  count. 


91.  In  4  time,  two  tied  notes  written  as  follows  cannot 
represent  a  sound  of  the  value  of  five  quavers,  as  this 
induces  compound  time  : 


Example  94. 
Bad. 


Good. 


Good. 


3=p-=ic=^: 


?x=: 


92.  In  I  time,  a  sound  of  the  value  of  five  quavers 
written  as  follows  is  incorrect,  as  this  induces  simple 
triple  time  : 
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EXAMI'LK  95. 


Bad. 


Good. 


EifSi 


P=^ 


93.  Bar  Completion. — The  treatment  of  silent  por- 
tions of  bars  with  rests  is  of  much  importance.  Each 
division  of  a  bar  should  be  complete  in  itself  with  notes 
or  rests,  except  in  cases  where  notes  and  rests  of  greater 
value  than  one  division  are  permissible.  When  two 
rests  or  counts  occur  in  the  same  division,  the  longer  one 
should  precede  the  shorter,  and  should  be  placed  on  the 
accented  portion  of  the  bar.  [See  (a)  below.]  In  %  time 
a  minim  rest  is  not  permitted  between  two  crotchets. 
[See  (6).] 

Example  96. 


(a) 


* *q F*. 


Good. 


(a) 


(b) 


(b) 


3-=i-r- 


4m 


4-_p_ 


Bad. 


Good. 


I 


Bid. 


Good. 
n 

Bad. 

Good. 

Bad. 

1      V  O 

\    /l  £    m     i    |- 

w    r     *i 

r*     *i    (• 

*1     **      (B 

rm  \    i         ' 

1 

1     \S\)  4     Lr 

f 

I*- 

u 

J        ^ 

Good. 


Bad. 


Good. 


Bad. 


/[  f)  »    r  r       ^    ™         ^  r    *i  ^        i*   *i    r  P    1 

-^4                :^r      -  :.    ...           ^-  | ! ^    \ 

Good. 


Bad. 


Good. 


Bad. 


^ 
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Example  96 — continued. 
Good.  Bad. 


Good. 


Bad. 


^E 


inr^=F^r 


-^ ^ 


s 


Good.  Bad. 


Good. 


Bad. 


&P^P=3= 


^ 


M- 


ft 


FT  r  —  r* 


n 

Good. 

Bad. 

Good. 

Bad. 

l/i  o 

-I  O 

/£  "j^ 

•*  P**1  f**l  I** 

*•  —  r  <£• 

1  Zi^  r*  f*  «  [•  ■  p*  (}• 

mrr~m-f* 

rrh  £T 

YT '  '     r    ' 

1               1 

Xs\)  n 

1 

4- 

i) 

i 

■* — "-i —                    i 

94.  Whole  Bar  Rests. — A  semibreve  rest  may  be 
used  for  a  whole  bar  irrespective  of  time  signature. 


Example  97. 


i 


A 


n     - 


8: 


a    - 


m 


& 


95.  Rests  of  more  than  one  bar  are  indicated  by  a 
figure  placed  over  a  blank  bar. 


Example  98. 


8 


Five  bars  rest.  Eight  bars  rest. 
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96.  A  Duplet  is  a  group  of  two  notes  played  in  the 
time  of  three  of  the  same  time. 

Example  99. 


:i^ifc^Hgi 


97.  A  Triplet  is  a  group  of  three  notes  played  in  the 
time  of  two  of  the  same  kind.  Sometimes  the  first  two 
notes  of  a  triplet  are  treated  as  one.     (See  *) 

Example  100. 


gg&tjfri 


wm 


98.  A  triplet  may  be  played  against  a  group  of  two  or 
four  notes,  as  follows  : 

Example  101. 


W 


^iSlip§I=8 


si 


-?= 


i 


*=£ 


^ 


m 


^•^s^gg 


Example  102 

-9"frr 


3S 


m^mkm 


rt — *~j — \—»    J  S   J — 


& 


^^=rm 


^L-g^Lr^^ 
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99.  A  Quadruplet  is  a  group  of  four  notes  played 
in  the  time  of  three  of  the  same  kind. 

Example  103. 


m^mm^m 


100.  A  Quintuplet,  or  Quintolet,  is  a  group  of  five 
notes  played  in  time  of  four  (or  three)  of  the  same  kind. 


Example  104-. 


mmm^m 


101.  A  Sextuplet,  or  Sextolet,  is  a  group  of  six 
notes  played  in  the  time  of  four  of  the  same  kind. 


Example  105. 


U 


4 


**, 


^s^ 


102.  A  Septuple!,  Septolet,  or  Septimole,  is  a 

group  of  seven  notes  played  in  the  time  of  six  or  eight 
of  the  same  kind. 


Example  106. 
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THE   BARKING   OF   GIVEN  PASSAGES. 

103.  These  passages  should  be  carefully  read  over 
with  the  object  of  getting*  some  mental  impression  by 
which  the  student  will  be  able  to  discover  the  notes  to 
which  the  principal  accents  are  given.  In  simple  duple 
and  simple  quadruple  times  groups  of  four  quavers  and 
semiquavers  occur,  and  the  first  note  of  such  groups 
takes  the  principal  or  secondary  accent,  which  occurs 
immediately  after  the  place  where  a  bar  line  should  be 
inserted,  or  at  the  beginning  of  the  second  part  of  the 
bar.  A  bar  line  is  also  sometimes  needed  in  front  of  a 
longer  note,  such  as  a  crotchet  or  a  minim.  These  tests 
do  not  in  every  case  begin  or  end  with  a  complete  bar. 
l>y  placing  bar  lines  at  (a)  in  the  following  example, 
simple  quadruple  time  (4)  suggests  itself. 


Exam  r  1. 1 


104.  Groups  of  three  or  six  equal  notes  are  found  in 
simple  triple,  and  in  the  various  kinds  of  compound 
times.  The  principal  accent  often  falls  on  the  first  of  a 
group  of  quavers  or  semiquavers,  and  in  the  following- 
example  the  grouped  notes  prove  that  the  passage  is 
written  in  compound  time.  A  bar  line  sometimes  occurs 
between  two  tied  notes,  so  by  placing  bar  lines  at  (a)  the 
cue  to  a  compound  time  signature  (|)  will  be  obtained. 

Example   108. 

{a)  (a) 
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105.  Irregular  groups  of  notes,  very  similar  to  the 
following,  sometimes  appear  in  barring  tests.  The  fore- 
going occur  in  simple  times  indicated  by  these  signatures, 
I,  4,  4.  Each  group  is  equivalent  in  value  to  a  single 
crotchet. 

Example  109. 


1 


*& 


0 


ll 


10G.  These  groups  occur  in  compound  duple,  triple, 
and  quadruple  times,  such  as  &,  !96,  and  Jf,  and  each 
group  is  equivalent  in  value  to  a  dotted  quaver. 

Example  110. 


M^M 


107.  These  groups  occur  in  simple  triple  (|)  time,  also 
in  compound  duple,  triple,  and  quadruple  times,  such  as 
|,  |,  and  x82,  and  each  group  is  equivalent  in  value  to  a 
dotted  crotchet. 


Example  111. 


—i 
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CHAPTER    VII 
THE    MEANINGS   OF    TERMS   AND    SIGNS 


A    .     .     .     . 

.     At,  for,  with,  in,  by,  to. 

A  cappella . 

.     In  the  style  of  church  music. 

A  poco  a  poco 

.     Little  by  little. 

A  tempo 

.     In  strict  time. 

A  piacere    . 

.[  At  will,  changing  the  time  at  the 

Ad  libitum,  or  ad  I 

ib  . )       discretion  of  the  performer. 

Accelerando,  or  ace 

)el  .     Gradually  quicker. 

Acciaccatura 

.     A  grace  note,  a  crushing  note. 

Adagietto    . 

.     Not  so  slow  as  Adagio. 

Affettuoso 

.     Tender,  affectionately. 

Affettuosamente 

.     With  tenderness. 

Affrettando 

.     Hurrying. 

Agitato 

.     With  emotion,  agitated. 

Ad,  or  alia 

.     In  the  style  or  manner  of. 

Al  segno 

.     Repeat  to  the  sign  •$ 

Alia  marcia 

.     In  the  style  of  a  march. 

Allargando 

.     Enlarged,  broad. 

Allegretto    . 

.     Cheerfully,   but  not  so  quick  as 

V 

Allegro. 

Amabile 

.     Tender,  graceful. 

Amarevole  . 

.     Bitter,  sad. 

Amorevole  . 

.     Lovingly. 

Amoroso 

.     In  a  gentle  and  affectionate  style. 

Ancora 

.     Again,  once  more,  also. 

Andante 

.     At  a  moderate  pace. 

Andantino 

.     Slower  than  Andante. 

Animando 

.     Animated. 

Animato 

.     With  spirit. 

Appenato    . 

.     Sorrowful,  sad. 

^ 
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Appassionato 

.     Passionately,  with  emotion. 

Appoggiatura  . 

.     Leaning  note,  note  of  embellish- 

ment. 

Ardito 

.     With  spirit. 

Arioso  . 

.     A  melody. 

Arpeggio     . 

.     Playing  the  notes  of  a  chord  one 

after  the  other  in  imitation  of  a 

harp. 

Assai 

.     Very,  more,  extremely. 

Attaca  subito    . 

.     Begin  the  next  movement  immedi- 

ately. 

Barcarola    . 

.     In  the  style  of  a  Venetian  boat 

song. 

Ben,  or  bene     . 

.     Well,  good. 

Ben  marcato     . 

.     Well  marked,  strongly  accented. 

Ben  sostenuto 

.     Well  sustained. 

Bis        .      .      . 

.     Twice,  repeat  the  passage. 

Burlesco 

.     Comic,  humorous. 

Brillante     . 

.     Brilliantly. 

Brioso 

.     Lively,  vigorously. 

Cadenza 

.     A  cadence  or  close,  an  ornamental 

passage. 

Calcando    . 

.     Pressing    forward     hurrying    the 

time. 

Calmato 

.     Calm,  tranquil 

Colore   . 

.     Warmth,  fire. 

Calando 

.     Gradually  softer  and  slower. 

Cantabile    . 

.     In  a  singing  style. 

Cantando    . 

.     The  sounds  to  be  blended  grace- 

fully and  softly  into  each  other. 

Cantilena    . 

.     The  principal  melody  or  part. 

Capriccioso 

.     Fanciful,  capricious. 

Col,  or  colla 

.      .     With  the. 

Col  arco 

.     With  the  bow  (violin). 

Col  canto    . 

.     With  the  melody,  or  voice. 

Colla  parte . 
Colla  voce  . 

]  With  the  performer,  implying  that 

V     the  accompanist  must  take  the 

J     time  from  the  singer  or  player. 

THE    RUDIMENTS   OF    MUSIC 


53 


Come 

.      .     As. 

Come  prima 

.     As  before,  as  at  first. 

Come  sopra 

.     As  above,  as  before. 

Comodo 

.     Easily,  quietly,  with  composure. 

Con       .      .      . 

.      .     With. 

Con  affetto 

.     With  warmth  and  great  expres- 

sion. 

Con  amove 

.     With  an  affectionate  expression. 

Con  anima 

.     With  animation. 

Con  bravura     . 

.     With  spirit. 

Con  brio 

.     With  fire,  spirit. 

Con  delicatezza 

.     Delicately. 

Con  dolore 
Con  duolo 

With  sadness,  grief. 

Con  energia 

.     With  energy. 

Con  espressione 

.     With  expression. 

Confuoco   . 

.      .     With  fire. 

Conforza    . 

.     With  force. 

Con  grazia 

.     With  grace. 

Con  gusto    . 

.     With  taste. 

Con  maesta 

.     With  majesty. 

Con  moto    . 

.     With  motion,  lively. 

Con  passione    . 

.     With  passion,  with  feeling. 

Con  sordini 

.     With  the  mute  (violin). 

Con  spirito 

.     With  spirit,  life. 

Con  tenerezza    . 

.     Tenderly. 

Crescendo,       cres. 

Da  ...      . 
Da  capo,  or  D.C. 
Da  capo  al  fine 

Da  capo  al  segno 


Da  capo  senza  repeti- 

zione .... 
Dal 


Gradually  louder. 

From. 

Repeat  from  beginning. 

Repeat  from  beginning  to  the  word 

"  Fine." 
Repeat    from    beginning    to    the 

sign  # 
Begin  again,  and  then  repeat  to 

the  Coda. 
From  the,  by  the. 
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Dal  segno,  or  D.S. 

.     Eepeat  from  the  sign  •&•. 

Deciso 

.     With  decision,  firmly. 

Decrescendo,     decres. 

orI^> 

.     Gradually  softer. 

Delicatamente  . 
Delicato 

'!■  Delicately,  softly. 

Desto     .... 

.     Sprightly. 

Di 

.     Of,  with,  for,  in. 

Di  bravura 

.     In  a  florid  style. 

Di  grado     . 

.     By  degrees. 

Di  peso,  or  diposta 

.     At  once. 

Diluendo    . 

.     Dying  away. 

Diminuendo,        dim 

? 

or  ~^rr=- 

Gradually  softer. 

Divisi    .... 

.      Divided,    separated  (used   in   or- 

chestral music). 

Dolce     .... 
Dolcemente 

'  I  Sweetly,  softly. 

Dolcissimo 

.     Very  sweet  and  soft. 

Dolente. 
Dolore 

'[  In  a  plaintive  style. 

Dolorosa 

.     Grief,  sorrow. 

Doppio  movimento 

In  double  time,  as  fast  again. 

Ed         .... 

.     And. 

Energico 

.     With  energy. 

E  poi    .... 

.     And  then. 

Estinto 

.     Gradually  dying  away. 

Espressivo 

.     With  expression. 

Feroce 

.     Fiercely. 

Fieramente 

.     Vehemently. 

Finale  .... 

.     Final,  concluding,  the  last  move- 

ment. 

Fine      .... 

.     The  end. 

Forte,  or/.       . 

.     Loud. 

Forte-piano,  orfp 

.     Implies  that  a  single  note  is  to  be 

played  loudly,  followed  by  an 

immediate  piano. 

Fortissimo,  or  ff    . 

.     Very  loud. 
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It  dv^n 

Forcing,  playing  a  note  or  chord 

T  Ul  Zll 

Forzando    . 
Forzato,  ovfz 

louder  than  others  in  the  same 
passage ;      sometimes      marked 

Fuoco    . 

.     With  fire,  energy. 

Furioso 

.     With  great  energy. 

Giocosamente 

Giocoso . 

Humorously,  merrily,  gaily. 

Giojoso 

.     Joyous,  merry. 

Glissando    . 

.  Sliding  the  finger-nails  rapidly 
along  the  keys. 

Giusto   . 

Right,  exact. 

Grave    . 

Majestic,  solemn. 

Grandioso 

Grandly. 

Grazioso 

Gracefully. 

Gusto     . 

With  taste. 

Gustoso 

With  expression. 

II     .      .      . 

The. 

Invpetnoso  . 

Impetuous,  boisterous. 

Incalzando . 

Gradually  louder  and  quicker. 

La   . 

The. 

La  prima    . 

The  first. 

Langrimoso 

Lamentevole 

In  a  plaintive  manner. 

Languido    . 

In  a  feeble,  languid  manner. 

Lar  ghetto    . 

Not  so  slow  as  Largo. 

Largo    . 

Very  slow. 

Legatissimo 

Exceedingly  smooth. 

Legato    .     . 

Smoothly. 

Leggieramente 
Leggiero 

Lightly,  easily,  swiftly. 

Lentamente 

Not  so  slow  as  Largo. 

Lento     . 

Very  slow. 

Uistesso  tempo 

In  the  same  time  as  the  previous 
movement. 

Loco      .... 

Play  precisely  as  written. 

Lunga  pausa    . 

A.  long  pause. 

Lusingando 

In  a  soothing,  persuasive  style. 
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Ma        .... 

.    But. 

Ma  non  troppo 

.     But  not  too  much. 

Maestoso     . 

Majestic. 

Mancando 

Decreasing,  dying  away. 

Mam  dritta,  or  M.D. 

The  right  hand. 

Mano  sinistra,  or  M.S.   The  left  hand. 

Marcato 

Well  marked,  strongly  accented. 

Martellato  . 

Hammered,  with  force. 

Meno     .... 

Less. 

Meno  mosso 

With  less  motion,  suddenly  slower. 

Mesto    .... 

Sad,  mournful. 

Mezzo    .... 

Half. 

Mezzo  forte,  or  m.f. 

Moderately  loud. 

Mezzo  piano,  or  m.p. 

Rather  soft. 

Mezzo  voce . 

Half  the  power  of  the  voice,  sub- 

dued tone. 

Moderato    . 

Moderate  time. 

Morendo 

Dying  away. 

Molto,  or  rf*,'  molto 

Very,  extremely. 

Mosso,  or  mo£o 

.     Movement,  motion. 

A>7,  or  nei . 

.     In  the,  at  the. 

Non      .... 

.     Not,  no. 

Non  tanto 
Non  troffo 

Moderately,  not  too  much. 

0 

.     Either,  or. 

Obbligato     . 

.     A  part  that  cannot  be  omitted. 

Opus     .... 

.     A  work,   composition   (as   Op.  1, 

the  first  publication  of  a  com- 

poser). 

Ossia     .... 

.     Or,  otherwise. 

Ostinato 

.     Obstinate,  continuous. 

Ottava   .... 

.     An  octave,  an  eighth. 

Ottava  bassa     . 

.     An  octave  lower. 

T*n  vln  w  rln 

,    Accented,    speaking,     singing    in 
'  I       a    whisper :    in   a    declamatory 
"J       manner. 

J.    IVf  [j\A/ll\Xi\J          .             .             . 

Pa  riant e 

Pastorale 

.     In  a  pastoral  style. 

Patetica 

.     Pathetic. 
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Perdendo 

Perdendosi 

Pesante 

Place  vole 

Piaugevole 

Piano,  or  p. 

Pianissimo,  or  pp 

Pietoso 

Piu .      . 

Piii  allegro 

Piu  lento 

Pill  mosso 

Piu  tosto 

Pizzicato 

Pochettino 

Poco 

Poco  a  poco 

Poco  forte 

Poco  presto 

Poi 

Pomposo 

Portamento 


Precipitoso 
Presto  . 
Presto  assai 
Prestissimo 
Prima 
Prima  volta 
Quasi  . 
Quasi  recitative 
Q  i  tas  i  una  fantasia 
Questo 
Eaddolcendo 
Rallentando,  or  rail 
Recitativo    . 


Gradually  decreasing  both  in  tone 

and  time. 
Heavy,  ponderous. 
Pleasing,  graceful. 
Doleful,  lamentable. 
Softly. 
Very  softly. 
Piteously,  tenderly. 
More. 

Quicker,  more  lively. 
More  slowly. 
More  motion,  quicker. 
A  little  quicker. 
Pluck  the  string  (violin). 

A  little. 

Little  by  little. 

Moderately  loud. 

Rather  quick. 

Then,  after. 

Pompous,  stately,  grand. 

Gliding  from  a  higher  to  a  lower 

or   from  a    lower  to    a    higher 

note. 
Hurrying,  precipitous. 
Very  quick. 
As  fast  as  possible. 
The  quickest  time. 
First,  chief,  principal. 
First  time. 
As  though,  like. 
Like  a  recitative. 
As  if  it  were  a  fantasia. 
This,  that. 
Gradually  softer. 
Gradually  slower. 
Musical  declamation,  speaking  in 

music. 
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Rinforzando,  rinf..  or 

rf    .... 

Replica 
Repetizione 
Risoluto 
Risvegliato 
Ritardando,  ritard,  or 

fit      .... 
Ritenuto,  riten.,  or  rit 
Rococo  .... 
Rubato 


Scemando   . 
Scherzo . 
Scherzando 
Scherzoso    . 
Se    .     .     . 
Secondo 
Sciolto  . 
#2grwe    . 
Semplice     . 
Sernpre . 
Senza    . 
Senza  replica 
Senza  sordini 
Serioso 
Sforzando,    sf. 

or  A 
Sforzato 
Simile 
Sino 
Slargando 

Slentando    . 
Smorzando . 

Soto      .     . 


Keinforcing,  emphasising. 

Kepeat,  repetition. 

Eesolute,  bold. 
Awakened,  reanimated. 

Gradually  slower. 

Detained,  slower,  kept  back. 

Old-fashioned,  odd. 

Robbed,  stolen,  taking  a  portion 
of  the  duration  from  one  note, 
and  giving  it  to  another. 

Decreasing  in  power. 

Lively,  sportive. 

Merry,  playful. 

If. 

Second. 

Free,  light. 

Go  on  with  that  which  follows. 

With  simplicity. 

Always. 

Without. 

Without  repetition. 

Without  the  mute  (violin). 

Seriously. 

Forcing  a  particular  note  or  chord. 

In  like  manner. 
Until,  up  to,  as  far  as. 
Enlarging,  widening,  gradually 

slower. 
Gradually  slower. 
Fading  away. 
Sweetly,  gently. 
Apiece  for  one  voice  or  instrument. 
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Sonore  . 

.     Sonorous,  resonant,  full-toned. 

Scrda    . 

.     Muffled,  veiled  tone. 

Sospirando 

.     Sighing,  very  subdued,  doleful. 

Sostenuto    . 

.     Sustaining  the  tone,  keeping  the 
notes  down  their  full  duration. 

Sotto  voce    . 

.     Softly,  in  a  low  vroice. 

Spianato     . 

.     Smooth,  even,  without  pathos. 

Spiritoso     . 
Staccato,  or  stacc. 

.     With  spirit. 
.     Detached. 

Strepitoso    . 

.     Noisy,  boisterous. 

Stringendo 

.     Hurrying,  accelerating  the  time. 

Sul,  or  sulla     . 

.     On,  upon  the,  Sul  G,  on  the  G 

string  (violin). 

Sul  ponticello 
Svegliato     . 
Tacet     .      .      . 

.     Play  near  the  bridge  (violin). 
.     Brisk,  lively. 
.     Be  silent. 

Tanto    . 

.     So  much,  as  much. 

Tempo  comodo 

.     Convenient  time. 

Tempo  giusto   . 
Tempo  ordinario 
Tempo  primo 

.     In  exact  time. 

.     At  ordinary  pace. 

.     The  same  time  as  at  first. 

Tempo  rubato  . 

.     Robbed  or  stolen  time,  irregular 

time. 

Tenerezza   . 
Teneramente     . 

Tenderly,  delicately. 

Tenuto,  tenute,  or 

ten .     Sustained,  or  kept  down  the  full 

time. 

Tosto     .      .      . 
Tranquillamente 
Tranquillo 
Tre  corde    . 

.     Quick,  rapid,  swift. 

.     Tranquilly. 

.     Calmness,  tranquillity. 

.     Three    strings,    release    the    left 

Trio      .      .      . 

pedal  in  a  pianoforte. 
.     A    composition    for    three    per- 
formers. 

Troppo . 

.     Too  much. 

Tuttaforza 

.     The  whole  power,  as  loud  as  pos- 
sible. 
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Tutte,  or  tutti  ...     All  the  entire  band  or  chorus,  or 

both. 

Tin A,  an,  one. 

Una  corda        .      .      .     One  string,  in  pianoforte  music  it 

indicates    that    the    soft   pedal 

or  left  pedal  should  be  used. 
Un  pochettino        .      ,     A  little,  a  very  little. 

Veloce Swiftly,  quickly. 

Vellutata  .      .      .     Smooth,  velvety. 

Vigoroso     ....     Boldly,  vigorously. 

Vivace With  life,  spirit. 

Vivacissimo      .      .      .     Very  lively,  extreme  vivacity. 

Vivo,  or  con  vivacita  .     Vivacity,  liveliness. 

Volante       ....     Flying,  a  light  and  rapid  series  of 

notes. 

Volta Time,  see  Ima  volta,  2da  volta. 

Volti  subito,  or  V.S.    .     Turn  over  quickly. 


108.  Phrase. — A  short  musical  sentence,  a  musical 
thought,  or  idea. 

109.  Phrasing1. — Dividing  musical  sentences  into 
sections.  A  phrase  is  often  indicated  by  means  of  a 
slur  ^ — ^  . 

110.  Slur. — When  two  notes  are  slurred,  the  first 
should  be  slightly  accented,  or  pressed,  whilst  the  second 
should  be  played  lightly. 

Example  112. 


Written. 


Played. 


>  » 


^£ 


t£". 


^r 


a 
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111.  Staccato. — Signs  are  here  given  of  the  various 
degrees  of  staccato  : 

(a)  Mezzo,  or  slurred  staccato,  in  which  the  notes 
are  slightly  shortened. 

(/>)  Staccato,  in  which  the  notes  receive  about  half 
of  their  length  value. 

(c)  Staccatissimo,  played  a  quarter  of  their  value  in 
length. 

(d)  Played  heavily /and  slightly  staccato. 

(e)  Played  heavily,  and  more  staccato. 

Example  113. 

(a)  (b)  (c) 

Mezzo  Staccato.  Staccato.  Staccatissimo 


zp=p=p=pE 


t=t=t=fc 


m 


112.  Repeats. — Two  or  four  dots  following  a  double 
bar  indicate  that  the  music  between  this  and  the  next 
double  bar  is  to  be  repeated.  When  placed  before  a 
double  bar,  the  music  between  this  and  the  previous 
double  bar  is  to  be  repeated. 


Example  114. 


Example  115. 
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113.  Pedal.— The  word  pedal,  or  its  abbreviation,  ped., 
in  pianoforte  music  indicates  that  the  right  pedal  is  to 
be  pressed  down  and  held  until  this  sign  #  occurs. 

114.  Pause. — This  sign  /tn  placed  over  a  note  or  rest 
signifies  that  the  sound  or  silence  is  to  be  indefinitely 
prolonged  at  the  pleasure  of  the  performer.     When  a 


pause  is  written  over  a  double  bar 


:,  or  if  the 


word  Fine  (finish)   appears  in  a  similar  position  after 
"Da  Capo,"  this  indicates  that  the  piece  is  to  end  there. 

115.  Metronome  Times.— The  letters  M.M.  fol- 
lowed by  a  note  and  figures  indicate  the  speed  of  per- 
formance by  the  metronome,  a  clockwork  time-beating 
instrument. 

EXAMPLK    116. 

M.M.  cJ^  60,  means  this  number  of  minim  beats  to 
the  minute. 

M.M.  S=  112,  means  this  number  of  crotchet  beats 
to  the  minute. 

M.M.  J-  =  132,  means  this  number  of  dotted  crotchet 
beats  to  the  minute. 

116.  1  Ma  Volta,  2  DaVolta. — These  signs  occur 
when  a  bar  or  bars  marked  1st  time,  or  1  ma  volta,  are  to 
be  omitted  after  the  repeated  part  has  been  played,  and 
the  part  marked  2nd  time,  or  2  da  volta,  played  instead. 

Example  117. 

1st  time  (1  ma  volta). 
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CHAPTER  VIII 

MUSICAL  ORNAMENTS  AND  ABBREVIATIONS 

117.  The  Appoggiatura  (leaning  note)  was  formerly 
written  as  a  small  note  in  the  works  of  the  old  masters, 
hut  is  now  usually  written  as  a  note  of  full  size,  and 
receives  the  exact  time  value  as  written.  It  is  an 
accented  note,  and  when  written  as  a  small  note  it  takes 
half  the  time  value  from  the  principal  note,  which 
follows  it,  and  both  are  equal. 

Example  118. 

Written. 


f 


feipgfcl 


Played. 


118.  When  written  before  a  dotted  note,  the  appoggia* 
tura  generally  takes  two-thirds  of  the  value  of  that  note. 

Example  119. 


Written. 


3=^d 


i 


3=^3 


S=H 


Played. 


3=& 


Si—  •_*. 


8 


1 
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Example  120. 

Written. 

Appoggiatura  with  Arpeggio  Chord. 
M 


Double  Appoggiatura. 


3 


Playel 


flii^lUSLill  ^Tjjj 


119.  The  Acciaccatura  (crushing  note)  is  a  small 
quaver  note  with  a  stroke  through  its  hook  (j^)  to  dis- 
tinguish it  from  the  appoggiatura.  It  is  written  before  a 
principal  note,  and  is  played  as  quickly  as  possible  with- 
out taking  any  appreciable  time  from  the  note  which 
follows  it. 


Example  121. 

Written. 


m 


fc:±=*: 


^QE8S 


-i-^- 


jjn^jii 


Played. 
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120.  The  Turn,  or  Gruppeto  (^),  consists  of  a 
group  of  four  notes  beginning  with  the  note  above  the 
one  over  which  the  turn  is  placed,  followed  by  the  prin- 
cipal note  itself,  the  note  below,  and  finishing  with  the 
principal  note.  When  written  over  a  single  undotted 
note,  the  notes  are  equal.  A  sharp,  flat,  or  natural  written 
over  or  under  the  turn  applies  to  the  upper  or  lower  note 
respectively. 


Example  122. 


Written. 


i 


Flayed. 


121.  The  Inverted  Turn  (\)  consists  of  four  notes 
which  are  played  in  the  reversed  order,  beginning  on  the 
note  below  the  principal  one,  as  follows  : 


Example  123. 

Written. 


Played. 


n     * 

I 

I 

]) 

1 

II 

/             p 

— -J H 

l(\ 

J 

s 

\S) 

•            II 

J 

HpiS§si^^] 
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122.  When  a  turn  is  written  over  a  dotted  note, 
its  final  note  takes  the  value  of  the  dot.  [See  (a) 
and  (/>).] 


Example  124. 

Written. 


PE 


m 


Played. 


(a) 


w 


g^^iiiiiaj 


F 


123.  The  turn  is  played  as  follows  when  written  after 
a  long  undotted  note  : 


Example  125. 


Written. 


P 


Played. 


S=3 


S 


^^^ 


fel 
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124.  The  Shake,  or  Trillo,  written  thus,  Ar,  is  a 
rapid  alternation  of  a  given  note  and  the  note  above  it, 
generally  ending  with  a  turn.  The  notes  in  the  shake 
equal  in  time  value  the  written  note,  and  in  some  cases 
this  necessitates  the  writing  of  a  triplet  near  the  shake. 
(See  footnote  *) 

Example  126. 


Written. 


fr 


IP 


3=3=t 


~TJ 


Z± 


& 


S 


Played 

4 


F#M—i— hhhhhhK  H"^~^      H 


Example  127. 

Written. 


$mm 


fr 


*s± 


Gf± 


& 


Played. 


I'll 


laJjJJJ^^^a^^li 


*  The  number  of  notes  in  a  shake  depends  on  the  pace  of  the  piece.  For 
instance,  a  shake  in  a  piece  marked  Presto  would  consist  of  fewer  notes  than  if  it 
were  marked  Adagio. 
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125.  A  shake  begins  on  the  note  above  or  below  the 
given  note  if  it  is  preceded  by  a  small  note. 

Example  128. 

Written. 


fr 


I 


W=^ 


3£ 


q: 


Played. 


P^»E^g 


Written. 


P 


s^£ 


J? 


p. 


Played. 


t£eP£ff£psp:; 


I 


126.  The  Upper  Mordent,  w  {German  Pralltriller), 
consists  of  the  written  note  and  the  note  of  the  scale 
above,  played  as  quickly  as  possible,  returning  to  the 
written  note. 


Example  129. 

Written. 


gs 


H=e=e 


Played. 


fcBJ      _J 


=£p^£: 

—i— i — i — P 


2rp^p 


^s 


sbj 
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127.  The  Lower  or  Inverted  Mordent,  *  (German 

Mordent),  consists  of  the  written  note  and  the  note  of  the 
scale  below  (unless  otherwise  indicated),  played  as 
quickly  as  possible,  returning  to  the  written  note. 

Example  130. 


Written. 


Played. 


4' 


i=^i^ 


3=553^ 


i 


*^p^f 


128.  Abbreviations. — These  signs  are  used  when 
notes  or  passages  have  to  be  repeated,  and  in  manuscript 
writing  much  time  is  saved  by  their  use. 

129.  This  sign  -^  or  «~— ■  implies  that  a  whole  bar 
or  consecutive  bars  of  notes  have  to  be  repeated. 

Example  131. 

Written. 


Played. 
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Example  132. 
Written. 


5 


T2I 


a: 


Played. 

iip_c — ^=B"  r  r  rr  r  r  r  r  rFnTrm 

Example  133. 

Written. 


fEOBi 


Played. 


Example  134. 
Written. 


3  3  3 


<fc 


&=8 


^^§ 


^ 


Played . 


fWTFffftriTrr 
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Example  135. 
Written. 


m 


t=* 


m 


& 


B 


ict 


Played. 


Example  136. 


Written. 


p 


3Zt 


YJb 


Played. 


pg^ 


130.   Arpeggio  Chords. — The  notes  in  these  chords 
are  played  rapidly  one  after  the  other. 


Example  137. 


Written. 


or. 


Played. 


1-2 
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131.  Tremolo. — This  word  signifies  that  the  notes 
are  to  be  repeated  with  great  rapidity,  producing  a 
tremulous  effect. 


Example  138. 


Written. 


Played. 


CHAPTER   IX 

MODULATION,   MELODY,    HARMONY,    SHORT 
SCORE,  VOCAL  SCORE,  AND  FULL  SCORE 


132.  Modulation  is  a  change  of  key,  going  from 
one  key  to  another — say  from  C  to  G  or  F  Major.  In 
the  following  chorale,  written  specially  for  this  work, 
there  are  modulations  from  the  opening  key  (C  Major) 
to  its  relative  minor  key  (A  Minor),  and  to  all  related 
keys,  including  G  Major,  a  fifth  above;  F  Major,  a  fifth 
below;  and  to  their  relative  minor  keys  (E  and  I)  Minor) : 
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Key,  C  Major. 


Example    in    Modulation. 

C.  .1    Fi;OST,  Mils    D< 
A  Minor. 


am 


£2 


frrfT 


I      I    I 


Z27T 


&  & 


=F^: 


^^ 


=^*£ 


i     I     I 


is 


^^ 


E  Minor 


C  Mai 


^^-e*    e?— ^^f :t2Q: 


'^^»g 


i   i  ri 


=^ 


iiH 


^ 


-Gh     d    o  ^>        j^r 


^ 


r 


?2 


o: 


^23 


Major. 


=S 


I — ■- V 


J-  J-  J- 


I      I 

i  I 


T?s 


^.-^^: 


?^ 


« — ^ 


^ 


i=t 


^ 


ct 


F  Major.     I)  Minor. 


i  I 


J- 


^\G  Major.  F  Major. 


# 


C  Major. 


^=# 


i 


*i~ 


'PF 


T±. 


& 


~*rrT0 


CJl 


A 


W 


-e> 


i 


j-j 


u 


i    i 


?* 


r 


be 


i 
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133.  A  Melody  is  a  progression  of  single  sounds,  a 
song,  a  tune,  a  vocal  or  instrumental  solo,  producing 
an  agreeable  effect  upon  the  ear. 


Example  139. 

Extract  from  "  Maritana." 


Wallace. 


fc£ 


mg^^mgm 


Yes,  let  me  like   a      sol  -  dier  fall       up  -  on  some  o -pen  plain,  etc. 

134.  Harmony  is  the  art  of  writing  and  combining 
sounds  so  as  to  form  chords,  and  of  treating  these  chords 
according  to  certain  rules. 


P 


Example  140. 

Four  part  harmony. 


Beethoven. 


3^ 


A=zi 


XZ 


?=* 


-^ 


I    I 


r 


TJ 


I        I 


135.  Short  Score  is  the  writing  of  all  the  parts  of 
a  composition  on  two  staves,  similar  to  the  above 
example. 

136.  Vocal  Score. — In  this  style  of  writing,  each 
vocal  part  is  written  on  a  separate  stave,  and  sometimes 
a  pianoforte  part  is  added. 
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Example  141. 

Extract. 


Henry  Smart 


Soprano. 


Alto. 


Tenor. 
(8ve  lower.) 


Bass. 


pig 


Pianoforte. 


i^M   f 


3cri 


Queen        of  the  night,  a    -    rise!         un-veil! 


|^=^ 


Queen       of   the  night,  a    -    rise!         un-veil 


jfegg^ 


t*-—*-*- 


^X 


Queen       of  the  night,  a    -    rise!         un-veil 


fcMn* — f^m 


-Jr£\       k  ~£: 


e 


Queen       of  the  night,  a    -    rise  !         un  -  veil 


137,  Full  Score. — A  score  containing  the  whole  of 
the  vocal  and  instrumental  parts  of  a  composition, 
written  on  separate  staves  placed  under  each  other.  The 
following  is  an  extract  from  Beethoven's  Ninth  Sym- 
phony, twenty-three  staves  deep  (page  268,  Peters' 
Edition),  but,  owing  to  limited  space,  the  parts  neces- 
sarily occupy  two  pages. 

In  order  not  to  confuse  the  student,  it  should  be 
explained  that  the  clarinets,  horns,  and  trumpets  are 
transposing  instruments,  and  for  important  reasons  their 
parts    have    key  signatures,   which    do   not    apparently 
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agree  with  the  key  signatures  for  the  strings,  etc.  The 
difference,  however,  is  only  in  the  names  of  the  written 
notes,  as  the  orchestral  parts  are  in  harmony  with  each 
other.  At  a  later  stage  the  student  may  study  orches- 
tration, and  then  all  will  become  clear. 


Example  14'2. 

I 

Prestissimo.   (<J— 132.) 


Flauto  Piccolo. 


Beethoven. 


Stave 


Flauti. 


Oboi. 


Clarinetti  in  A. 


Fagotti.  (Bassoons) 


Contra- fagotto. 
(Double  bassoon). 


Corni  in  D. 
(Horns). 

Corni  in  D. 

(Horns). 


Trombe  in  D. 
(Trumpets). 


Timpani  in  D  &  A. 
(Drums). 


1 hj  —i W- 


f 


i    i 


mm 


i     9-  1—4- 


/ 


iii^EE: 


M 


i=S^E=r; 


i=^ 


7 


/ 


■x±rr 


f 


i      I 


E^5=r: 


/ 


■f=m-»- 


s 


f 


f 


-jd=z 


f 


E=?=E=r: 


/ 


/ 


r  e  r  m 


1. 


^^ 


/ 
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Trombone — Alto  e 
Tenore. 


Trombone — Basso . 


Stave. 


Triangolo. 


Cinelli  e  Gran 
Tamburo. 

(Drum). 


Violino  I. 


Violino  II. 


Viola. 


Soprano.* 
(Ex.  25.) 


Alto. 


Tenore. 


Basso. 


Violoncello. 


Contrabasso. 
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CHAPTER  X 
TRIADS 

138.  A  Triad  consists  of  a  bass,  or  lower  note,  and 
a  third  and  fifth,  whatever  their  quality. 

139.  Major  Common  Chord.— A  triad  having  a 
perfect  fifth  and  a  major  third  is  a  major  common 
chord. 

140.  Minor  Common  Chord. — A  triad  having  a 
perfect  fifth  and  a  minor  third  is  a  minor  common 
chord. 


Example  143. 


Common  Chord 
of  C  Major. 


Common  Chord 
of  C  Minor. 


Example  144. 


Common  Chords. 


G  Major.  G  Minor.    F  Maj.      F  Min.      D  Maj.    D  Min.    Bj?  Maj.     Bfr  Min. 

141.  An  Augmented  Triad  has  a  major  third  and 
an  augmented  fifth,  and  is  found  on  the  mediant  of  the 
harmonic  minor  scale.     (See  *  Ex.  145  and  146.) 
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Example  145. 


Scale  of  A  Mil 


e> 


er 


& 


7? — fo5^ 


:q: 


Med. 


Example  146. 


Scale  of  D  Minor. 


O 


m 


^ 


ZJt 


^ 


$=£ 


&^ 


Med. 


142.  A  Diminished  Triad  has  a  minor  third  and  a 
diminished  fifth.  It  is  found  on  the  leading  note  and 
on  the  supertonic  of  the  harmonic  minor  scale  ;  also  on 
the  leading  note  of  the  major  scale.     (See  *) 


Example  147. 

♦Super- 
Tonic. 

Scale  of  E  Harmonic  Minor 

* 
1$ 

])* 

*&£ 

(> 

/L                       <J 

<  > 

Vr-* 

im               <2 

r~*          <  > 

SS\)       ^        r5 

(Lower 

note  Fj.) 

Example  148. 

Scale  of  D  Major. 

Leading 
note. 

*  Leading 
note. 

o 

(JS-u. 

€J 

-** — H 

SL    tt 

c> 

C(Y\   * 

jq           •> 

UU                  r-t 

<>          <-* 

II 

J     *J     ° 

(Lower 
note  C$;.) 

143.  In  determining  the  position  of  augmented  and 
diminished  triads,  the  young  student  might  copy  the 
above  examples  in  all  keys  by  writing  out  each  scale. 
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He  should  take  care  not  to  overlook  the  effect  of  the 
sharps  and  flats  in  each  key  signature  upon  the  notes 
in  each  triad. 

144.  In  the  major   scale  there  are  three   major  and 
three  minor  common  chords,  and  one  diminished  triad. 

Example  149. 


Key  C  Major. 
Tonic. 


S.  Tc 


Med. 


S.  Dom. 


Dom.        S.  Med.     L    Note. 


Minor  Minor  Major 

Com.  Com.  Com. 

Chord.  Chord.  Chord. 


Major 

Com. 

Chord. 


Minor 
Com. 

Chord. 


Dim. 

Triad. 


145.  In  the  harmonic  minor  scale  there  are  two  major 
and  two  minor  common  chords;  also  one  augmented  and 
two  diminished  triads. 


Example  150. 
Key  A  Minor. 


Wm 


m 


w***** 


Minor 
Com.  Chord. 


Dim. 
Triad. 


Aug.  Minor  Major  Major 

Triad.     Com.  Chord.  Com.  Chord    Com.  Chord. 


Dim. 
Triad 
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CHAPTER    XI 

CLEF   AND    KEY   TRANSPOSITION 

14().  Clef  Transposition  is  the  changing  of  a 
musical  composition  from  one  clef  to  another,  with 
or  without  changing  the  pitch — say,  from  the  G  to  the 
F  or  C  clefs,  or  vice  versa.  To  do  this  correctly 
students  must  always  remember  that  the  position  of  the 
C  clef  is  on  "Middle  C,"  between  the  treble  and  bass 
staves.     (Par.  20.) 


Example  151. 


(«) 


=4 


=1 


ipa 


&  -*- 


G>     ^ 


Written  on  the  alto  stave  at  the  same  pitch. 


(6) 


A 


t==t 


d-L^zr 


SE5 


I 


Written  on  the  tenor  stave  at  the  same  pitch. 


(C) 


m 


£—£>-£- 


^e 


r^gj 


0 


1- 


£ 


(d) 


Written  on  the  bass  stave  at  the  same  pitch. 


I — ' — -r- 1 — -| 1  —r-    ~& 


±±=1 


pggj 
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Example  152. 


f^- 


(«) 


:Q:2: 
A 


ua  k 


Written  an  octave  lower  on  the  same  stave. 


(6) 


j=j 


SfeUbto 


(0 


Written  an  octave  higher  on  the  treble  stave. 


^^m^^m^r 


Written  two  octaves  higher  on  the  treble  stave. 


(<*) 


fe»J-Ua- 


+=t 


f  r  itfS- 


Example  153 


(«) 


i 


«^^g^: 


Written  an  octave  lower  on  the  alto  stave. 


W 


iHifpg^ 


Written  an  octave  lower  on  the  tenor  stave. 


M  \ 


333?^S 


±±. 


SS 


ei* 


Written  two  octaves  lower  on  the  bass  stave. 


m=r^ 


s^!^ 
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Example  154. 


<°>B^l^lS^gg5i 


Written  an  octave  higher  on  the  treble  stave. 


(b) 


(c) 


g^gg^pg^BS^gggpl 


Written  two  octaves  higher  on  the  treble  stave. 


1*"^  m  m 


^ffigzggmmm? 


Written  an  octave  higher  on  the  alto  stave. 


(d) 


f*$ 


m 


*^ 


m 


I 


Example  155. 


(a) 


fe^ 


^jjjjj^f  cf  iri°rr-p 


Written  on  the  alto  stave  at  the  same  pitch. 


(b) 


*s 


& 


t=t 


5^3 


& 


22 


Written  an  octave  higher  on  the  treble  stave. 


i^rn^ 


(«) 


zz 


+-* 


*=£ 


«=± 


Written  an  octave  lower  on  the  bass  stave. 


(rf) 


pau^fa 


i=tc 


23tat 


feJ 


rz: 
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147.  Key  Transposition  is  the  changing  of  the 
pitch  from  a  higher  to  a  lower  key,  or  vice-versa,  and  at 
this  stage  the  student  should  be  able  to  determine  the 
key  (major  or  minor)  of  examples  used  as  transposition 
tests. 

This  is  more  difficult  in  a  melody  than  in  a  harmonized 
passage  consisting  of  chords,  but  the  following  hint  may 
be  useful  : 

The  leading  note  in  the  minor  key  is  always,  with- 
out exception,  an  accidental  ;  therefore,  the  following- 
example,  having  a  key  signature  of  one  flat,  must  be 
in  the  key  of  F  Major,  owing  to  the  fact  that  the 
leading  note  of  its  relative  minor  key  (D  Minor)  does 
not  appear : 


Example  156. 


Key  F  Major. 

Transposed  a  whole  tone,  or  major  second,  higher. 

* 


Key  G  Major. 


Transposed  a  diatonic  semitone  lower. 


^jlfg^p 


Key  E  Major. 
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Example  157 


g^^^^^^m 


Key  E   Major. 

Transposed  a  minor  third  higher. 


(b) 


ggjgggg 


&£^'^E 


Key  G  Major. 

Transposed  a  major  third  lower. 


Key  C  Major. 

148.  Sometimes  an  example  beginning  in  a  certain  key 
modulates  to  its  dominant,  relative  minor,  or  some  other 
key.  Accidentals  are  therefore  necessary,  and  wherever 
one  appears  in  the  example,  it  must  necessarily  appear 
either  as  a  sharp,  flat,  or  natural  in  the  corresponding 
part  of  the  transposed  version. 


Example  158. 


(a)  Modulating  (leading)  note  to  key  of  G  Major. 

(b)  ,.  ,,  ,,  ,,         A  Minor. 


(«) 


(a 


(b) 


fegg 


3£* 


m 


(b) 


T=t 


^S=M- 


-mrz 


Key  C  Major. 

Transposed  a  perfect  fourth  higher. 


S 


^ 


Key  F  Major. 

Transposed  a  minor  third  lower. 


E* 


1 


(c) 


5^ 


Key  A  Major. 
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149.  Accidental  sharps,  flats,  and  naturals  do  not  in 
every  case  induce  modulation,  as  chromatic  accidentals 
sometimes  occur  which  do  not  effect  a  change  of  key. 
Modulation  from  one  key  to  another  can  only  take  place 
by  the  ase  of  the  modulating  or  leading  note  of  the  new 
key,  and,  as  already  mentioned,  the  leading  note  in  the 
minor  key  is  always  an  accidental.  (Par.  32.)  How- 
ever, neither  of  the  accidental  shaips  in  the  following 
example  is  a  leading  note  ;  therefore,  they  effect  no 
change  of  key.  The  student  should  observe  closely  the 
changes  of  notation  which  occur  in  the  severally  trans- 
posed versions  which  folio  w  : 


Example  159. 


(a)  Chromatic  accidentals. 


(a)      (a) 


Key  C  Major. 

Transposed  a  whole  tone,  or  major  second,  higher. 


4    flfg-g 

4-W-g+t-t- 


■Bm. 


Key  D  Major. 

Transposed  a  diatonic  semitone  lower. 


^m^m^m 


&W. 


(0 


wm 


Key  B  Major 

Transposed  a  whole  tone,  or  major  second,  lower, 


Key  B[>  Major. 
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Example  160. 


(a)  Leading  note  to  tonic  key. 
{b)  Chromatic  accidental. 


(b) 


Key  G  Minor. 

Transposed  a  minor  sixth  lower. 


z2: 


4-J-: 


H^giii! 


Key  B  Minor. 

Transposed  a  diatonic  semitone  lower 


Key  F$  Minor. 

Example  161. 


(a)  Chromatic  accidental. 

(b)  Leading  note  to  tonic  key. 


Key  A  Minor. 

Transposed  a  perfect  fourth  higher, 


(b) 


W 


r£ 


-*&$*- 


Km 


« 


P^= 


Key  D  Minor. 

Transposed  a  perfect  fifth  higher. 


-4— p =F=4 


-JP 


f^fe 


(J) 


Key  E  Minor. 

Tra:  sposed  a  minor  seventh  higher. 


:flPC*: 


J 


Kev  G  Min< 
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150.  The  key  of  the  following  example  must,  as  the 
signature  implies,  be  either  D  Major  or  B  Minor,  its 
relative  minor  key ;  but  as  the  leading  note  of  the  latter 
does  not  appear,  the  key  must,  of  course,  be  D  Major, 
and  notwithstanding  that  a  sharp,  Hat,  and  natural  are 
chromatically  introduced,  no  change  of  key  occurs. 

In  determining  the  key  of  an  example  of  this  character, 
all  chromatic  accidentals  should  be  separated  from  the 
sharps  or  flats  belonging  to  the  key  signature. 


Example  162. 


(a)  Chromatic  accidentals. 


(a) 


(a)       (a) 


(a) 


fc: 


splSsssi 


Key  D  Major, 


iW 


+w 


o 


Transposed  a  semitone,  or  minor  second  higher. 


Key  E«  Major. 

Transposed  a  whole  tone,  or  major  second,  lower. 


Key  C  Major, 


**^et- 


151.  Transposition  from  Major  to  Minor  Key, 
or  Vice  Versa. — In  transposing  a  melody  from  a 
major  to  a  minor  key,  or  from  minor  to  major,  the  key 
signature  is  altered  if  the  tonic  is  to  be  the  same.  The 
following  chant  is  transposed  from  the  major  to  the 
tonic  minor  key.     The  leading  note  must  therefore  be 
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an  accidental  in  the  transposed  version,  owing  to  the 
changed  key  signature.  Every  note  in  each  version 
bears  the  same  letter  name. 


Example  163. 


TONIC  MAJOR  AND  MINOR. 


Goss. 


s-# 


P2^= 


mt 


o: 


mm 


Key  A  Major. 
The  same  transposed  to  Tonic  Minor  key. 


SI§i 


^ 


<& 


:q: 


&~z± 


t=F 


**& 


m 


Key  A  minor 


152.  The  following  is  transposed  from  the  minor  to 
the  tonic  major  key.  The  leading  note  is  therefore  not 
treated  as  an  accidental  in  the  transposed  version,  owing 


to  the  changed  kev  signature. 


Example  164. 


TONIC  MINOR  AND  MAJOR. 


OUSELKY. 


~ v  i 

/L    k 

*s 

"^Ih 

{  p 

fr\  v          \  ri  rl 

C-# 

*TJ 

1 

x>\)       o  \ 

1 

Key  D  Minor. 


The  same  transposed  to  Tonic  Major  key. 


Key  D  Major 
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153.  The  student  should  be  most  careful  to  distinguish 
between  a  tonic  major  and  minor,  and  a  relative  major 
and  minor  key.  Examples  163  and  164  have  the  same 
tonic,  with  altered  key  signatures,  but  the  following  show 
the  Relative  major  and  minor  keys. 


Example  165. 

RELATIVE  MAJOR  AND  MINOR. 
Key  C  Ilajor.  G.  A.  Macfarrek. 


g= 


« 


2=p4 


^=» 


+ — i- 


-& 


SI 


The  same  transposed  to  the  Relative  Minor  key  a  minor  third  lower. 
The  student  is  reminded  that  the  relative  minor  key  bears  the  same  key 
signature  as  its  relative  major  key. 

Key  A  Minor. 


f=n 


ut 


221 


frs> 


Q 


^ 


m 


5* 


Example  166. 


RELATIVE  MINOR  AND  MAJOR. 


Key  G  Minoi 

:fer 


Monk. 


The  same  transposed  to  the  Relative  Major  key,  the  tonic  being  a  minor 
third  higher. 

Key  B?  Major. 


& 


&- 


^z^t 


m 


THE    RUDIMENTS    OF    MUSIC 


91 


INDEX 


The  numbers  in  columns  refer  to  the  paragraphs 


A  cappella 

82 

Common  time 

-     75 

Abbreviations  - 

128 

Compound  intervals 

-     71 

Accent     - 

83 

Compound  time 

-     79 

Acciaccatura    - 

119 

Consonant  intervals 

-     62 

Accidental        - 

17 

Crotchet 

-       3 

Alia  breve 

82 

Alto  stave  (page  10). 

Da  volta  - 

-  116 

Appoggiatura  - 

117 

Demisemiquaver 

-       3 

Arpeggio 

130 

Diatonic  intervals     - 

-     53 

Augmented  intervals 

59 

Diatonic  scale  - 

-     38 

Augmented  triad 

141 

Diatonic  semitones   - 

-     43 

Diminished  intervals 

-     60 

Bar  completion 

93 

Diminished  triad 

-   142 

Bar  lines 

73 

Dissonant  intervals  - 

-     63 

Barring  of  given  passages 

103 

Division  - 

-     75 

Baritone  stave 

24 

Dominant 

-     30 

Bass  stave  (page  8). 

Dotted  notes    - 

-       4 

Breve        - 

3 

Dotted  rests     - 

-     10 

Double  bar 

-     74 

Chromatic  intervals  - 

54 

Double  dot 

-       6 

Chromatic  scale 

44 

Double  flat 

-     15 

Chromatic  semitones 

43 

Double  sharp   - 

-      14 

Clef       .---.- 

19 

Duple  time 

75 

Cclef       - 

19 

Duplet      - 

-     96 

Clef  transposition     - 

146 

Common  chord 

139 

Enharmonic 

-     28 

92 


CONCISE   TEXT-BOOK   ON 


F  clef       - 
Flat 
Full  score 

G  clef       - 
Great  stave  (staff) 
Grouping  of  notes 
Gruppeto 


-  19 

-  12 

-  137 


Leading  note   - 

Leger  lines 

List    of    time    signatures 

(page  39). 
Loco        .... 


19 

18 

86 

120 


Harmonic  chromatic  scale  45 

Harmonic  intervals  -  -  52 

Harmonic  minor  scale  -  41 

Harmony           -          -  -  134 

Imperfect  consonants  -  62 

Intervals            -          -  -  50 

Inverted  intervals     -  -  60 

Inverted  mordent      -  -  127 

Inverted  turn  -          -  -  121 
Italian  terms  (page  51). 

Key  note           -         -  -  30 

Key  signature            -  -  32 

Key  transposition     -  -  147 


30 
22 


27 


Ma  volta  -         -         -   116 

Major  common  chord         -   139 
Major  intervals         -  -     57 

Major  and  minor  key  sig- 
natures (pages  17  and  18). 
Major  scale       -         -         -     39 


Mediant  - 

Melodic  chromatic  scale 

Melodic  interval 

Melodic  minor  scale 

Melody    - 

Metronome 

Mezzo-soprano  stave 

Middle  C 

Minim 

Minor  common  chord 

Minor  intervals 

Minor  scales     - 

Modulation 

Mordent  - 


Naming  of  key  signal' 
Natural    - 
Note  duration  - 


ure 


30 

46 

51 

42 

133 

115 

24 

20 

3 

140 

58 

40 

132 

126 

49 
13 

88 


Octave  -  -  -  -25 
Order  of  flats  -  -  -  33 
Order  of  keys  (pages  17  and  18). 
Order  of  sharps  and  flats  -  33 
Ottava  (8va)     -  -     25 


rause 
Pedal       - 

-  113 

Perfect  consonants  - 

-     62 

Perfect  intervals 

-     56 

Perfect  unison 

-     56 

Phrase     - 

-  108 

Pitch 

-       1 

Quadruple  time 

-     75 

Quadruplet 

-     99 

Quaver     - 

-       3 

Quintolet 

-  100 

Quintuplet 

-  100 

THE    RUDIMENTS    OF    MUSIC 


93 


Relative  major 

key  - 

.     35 

Supertonic 

_ 

30 

Relative  minor 

key  - 

-     34 

Syncopation     - 

- 

84 

Repeat     - 
Rests 
Rhythm  - 

- 

-  112 

-  9 

-  75 

Table  of  intervals  (p 
Technical  names 
Tenor  stave  (page 

age  36). 

10). 

30 

Semibreve 

Semidemisemiquaver 
Semiquaver 
Semitone 
Septimole 
Septolet  - 

o 
o 

-  3 

-  3 

-  11 

-  102 

-  102 

Terms  and  signs  (p 

Tetrachord 

Tie  or  bind 

Time  signatures 

Tone 

Tonic        - 

tge51). 

47 
4 

76 
1 

30 

Septuplet 

- 

-  102 

Tonic  major  key 

- 

37 

Sextolet  - 

_ 

-  101 

Tonic  minor  key 

- 

36 

Sextuplet 

_ 

-  101 

Transposition  (pag 

3  81). 

Shake 
Sharp 
Short  score 

- 

-  124 

-  11 

-  135 

Treble  stave  (page 
Tremolo  - 
Triads  (page  78). 

8). 

131 

Simple  intervals 

-     71 

Trillo        - 

- 

124 

Simple  time 

_ 

-     77 

Triple  time 

- 

75 

Slur 

_ 

-       4 

Triplet     - 

- 

97 

Soprano  stave 

- 

-     24 

Tritone    - 

- 

64 

Staccato  - 

- 

-  Ill 

Turn 

- 

120 

Stems  of  notes 
Subdominant 

(page 

9). 

-     30 

Vocal  score 

- 

136 

Submediant 

- 

-     30 

Whole  bar  rests 

o 

94 

f 


T/10/1933 


MUSICAL  TEXT  BOOKS 


I 


IN 


AUGENER'S    EDITION 

ENGLISH  PRINTING  &  PAPER 


9171     ALEXANDER,    J.     "Con   Aniore."     Poetical  Intro- 
duction to  Musical  Instruction       

10123  ANTCLIFFE,  H.     The  Successful  Music  Teacher. 

Third  Impression. 

10124  How  to  Pass  Music  Examinations.  The  Successful 

Candidate,  Words  of  Advice.  Third  Impression. 

Paper 

10125  The  Amateur  Singer.     Words  of  Advice. 

Second  Impression. 
BACH,  J.  S.     Analysis  of  J.  S.  Bach's  "48  Preludes 
and  Fugues"    (Wohltemperites    Clavier).      By 
Dr.  H.  Kiemann  : — 

9205  Part    I.     24  Pre  hides  and  Fugues. 

Fifth  Impression         Bound 

9206  Part  II.     24  Preludes  and  Fugues. 

Fifth  Impression         Bound 


Net 
s.    d. 


1     6 


1     6 


3     - 


3     - 


9210  BEETHOVEN  PIANOFORTE  SONATAS.  Letters  to 
a  Lady,  by  Dr.  C.  Reinecke,  translated  by 
E.  M.  Trevenen  Dawson 3    9 

10091  CARSE,    ADAM.      Summary   of    the    Elements  of 

Music,    with    Exercises    and    Instructions    on 
"How  to  Write  Music."       Fourth  Impression.     1     6 

10092  Key  to  the  above Paper    1     6 

10093  Practical  Hints  on  Orchestration       ...  Paper     1     6 
Harmony  Exercises.      Figured  basses,   melodies 

and  unfigured  basses  for  harmonization. 

10085  Book   I Third  Impression.     Paper     2     6 

10086  Bookll Paper    2     6 

Orchestral  Conducting.     A  textbook  for  Students 

and  Amateurs. 
I.     The  Technique  of  Conducting. 
II.     The  Instruments  of  the  Orchestra. 
III.     A  Short  History  of  Conducting  ;  Vocabulary 
of  Orchestral  Terms  ;  Bibliography. 

iv  +  100  pages.     Bound    5    - 
What   Mr.    Carse's   book   does   is   to    state    in 
admirably   direct  language   the  nature   of   the 
conductors  art  and  the  problems  that  face  him 
and  to  define  the  procedure  of  conducting. 
On  Conducting  School  Orchestras    ...  Paper     1    - 

COCKING,  F.    The  Composer's  Vade-Mecum. 

(English-Italian)  -     9 

COLERIDGE-TAYLOR,  SAMUEL.  Musician.  His  Life 
and  Letters,  by  W.  C.  Berwick  Sayers.     With 
an     Appendix     of     Compositions    compiled    by 
J.  H.  Smither  Jackson.    Second  Edition,  revised     7     6 
9215     CROKER,  NORRIS.  Handbook  for  Singers. 

Seventh  Impression  ...         ...         ...         ...Bound     3     - 


Printed  in  England 


9199     DANNREUTHER,   E.     Wagner  and  the   Reform   of 

the  Opera  Bound  with  Portrait 

10097     DAUGHTRY,  0.     Ear-Tests  and'How  to  prepare  for 

Them.     Sixth  Impression 

EVETTS,   EDGAR  T.    The  Vocal  Student's  Practice 

Register  with  Vocabulary 

Modulator  for  use  of  Students  of  the  Numeral  and 
Rhythmic  Methods  (Vocal) 

9179  GOODWIN,  A.      Practical  Hints  on  the  Technique 

and  Touch  of  Pianoforte  Playing.     With  Illustra- 
tions.    Sixth  Impression      Bound 

10112  HEALE,    H.     A  Short   Treatise  on  the  Rudiments 

of   Music.     16nio  

10117  HULL,  A.  EAGLEFIELD.     Organ  Playing  :   Its  Tech- 

nique and  Expression.     7th  Impression.    Bound 

10118  Modern  Harmony:  Its  explanation  and  application. 

Fifth  Impression  Bound 

10119  250  Questions  on  Musical  Form,  in  25  tabulated 

papers,  with  appendix  

10113  300  Questions  on  Pianoforte  Teaching.      2nd  Imp. 

10120  Harmony  for  Students.     2nd  Impression 

Also  in  3  parts : 
10120a    Part     I.     Simple  Harmony  up  to  the  Dominant 

Seventh. 
10120&   Part    II.     Modulation,  Suspension,  Passing-Notes, 

Essential  Discords  and  Pedals. 
10120c    Part  III.     Chromatic  Harmony  and  Hints  on  Com- 
position with   appendices  on  Ear-Training  and 

Musical  Caligraphy. 
10111     HUNT,  E.  M.     Scale  &  Arpeggio  Fingering  classified 

10110     KNOWLES,  C.  H.  G.     Rhymes  on  the  Rules  of  Har- 
mony,founded  on  Dr.Prout's" Harmony."  Bound 
9177     LA  MARA.     Thoughts  of  Great  Musicians.      Paper 
10122     LIN  DO,     ALGERNON     H.       Pianoforte     Study    for 
Teachers  and  Students        ...  Bound  4/6.    Paper 
10140     McEWEN,   JOHN   B.      The  Principles  of  Phrasing 
and  Articulation  in  Music.         Third  Impression. 
MACPHERSON,  C.     Harmonic  Thought.     Past  and 

Present    

9214     MATTHEWS,  J.    A  Handbook  of  the  Organ. 

Seventh  Impression Bound 

10114  100  Examination  Questions  for  Organ  Students 

10100     MOZART.     Practical  Elements  of  Thorough  Bass. 

with  examples  of  Harmony  and  Counterpoint  ... 

9193     MUSIC  AND  ITS   MASTERS.      A   Conversation   by 

A.  Rubinstein.     Third  Impression.  Bound 

10096     MUSIC   LOVERS   BIRTHDAY  BOOK,  THE. 

(E.  M.  Trevenen  Dawson)         Bound  (gilt  edges) 

MUSICAL   CARDS    for  learning  to  read  the  notes 

quickly  at  sight  ...         Price  per  set  in  case 

9180  NIECKS,  PROF.  F.  A  Concise  Dictionary  of  Musical 

Terms  to  which  is  prefixed  an  Introduction  to  the 
Elements  of  Music.      Ninth  Impression.     Bound 
9180a     Introduction  to  the  Elements  of  Music. 

Third  Impression  Bound 

8234rt  PAUER,    E.       Harmonious    Ideas.        Mottoes    for 
Mendelssohn's  "  Songs  without  words  " 


Net 
s.    d. 


1     6 


3     - 


10  6 

9  - 

1  6 

1  6 

7  6 


2     - 


2     - 


2     3 


-     9 


3     - 


3     6 


1     6 


1     - 


I 


9191 
9192 

10101 

10102 

10103 
10101 

10116 


9182 
9182e 
9183 
9183a 

9184 

9185 
9186 
9187 
9188 

9189 

9190 

9181 

10106 

10107 

9210 

9198 

10115 

9201 

9202 

9203 
9204 


PETERSON,   FRANKLIN. 

Elements  of  Music.  Fifteenth  Impression.    Bound 
An  Introduction  to  the  Study  of  Theory. 

Seventh  Impression       Bound 

A  Theoretic  Companion  to  Practice. 

Fourth  Impression  ...         ...  Bound 

A  Handbook  of  Musical  Form.  Seventh  Impression. 

Bound 
Catechism  of  Music.  Eighth  Impression.  Bound 
The  Student's  Handbook  of  Musical  Knowledge. 

Second  Impression      Bound 

POCHHAMMER,    A.     Popular  Handbook  of  Musical 

Information.     (H.  Heale.)       Bound 

PRACTICE   RECORD  and  Mark  Register  for  Music 

Pupils.     Arranged  for  three  terms 

The  same,  arranged  for  one  term        

PROUT,  PROF.  EBENEZER:— 
Harmony:    Its  Theory  and  Practice. 

Forty -second  Impression       Bound 

Analytical    Key   to   the    Exercises  in  the   same. 

Sixth  Impression  Bound 

Counterpoint :    Strict  and  Free. 

Thirteenth  Impression    ...  Bound 

Additional     Exercises     to    "Counterpoint"     with 
Melodies  and  Unfigured  Basses  for  harmonizing 


Bound    3     6 


Bound 
..Bound 
..Bound 
..Bound 
..Bound 


Ninth  Impression 
Double  Counterpoint  and  Canon. 

Seventh  Impression. 

Fugue.     Ninth  Impression       

Fugal  Analysis.     Fifth  Impression 
Musical  Form.     Twelfth  Impression 
Applied  Forms.     Ninth  Impression  ... 
The  Orchestra  : 
I.  Technique  of  the  Instruments. 

Ninth  Impression 
II.  Orchestral  Combination.       Eighth  Impression. 

Bound 
PROUT,    LOUIS    B.      Harmonic  Analysis.      Second 

Edition       

Sidelights  on  Harmony  

Time,  Rhythm  and  Expression.    Third  Impression 

REINECKE,      C.         The      Beethoven      Pianoforte 

Sonatas.      Letters   to   a   Lady.     Translated     by 

E.  M.  Trevenen  Dawson  

RIEMANN,    Dr.    H.     Harmony  Simplified  ;  or,  The 

Theory  of  the  Tonal  Functions  of  Chords.    Trans. 

from  the  German.      Third  Impression.      Bound 

L'Harmonie  simplifiee,  ou  Theorie  des  fonctions 

tonalcs  des  accords.    Translated  by  Prof.  Georges 

Humbert 

Catechism  of  Musical  Instruments  (Guide  to  In- 
strumentation).    Third  Impression.  ...Bound 
Catechism  of  Musical  History  : — 
Part   I.      History   of   Musical   Instruments,    and 
History  of  Tone  Systems  and  Notations. 

Third  Impression         Bound 

Part   II.      History   of  Musical   Form,   with    Bio- 
graphical  Notices.     Third   Impression    ...Bound 
Catechism  of  Pianoforte  Playing.  Third  Impression. 

Bound 


Net 
s.    d. 

1     6 


2     3 


2     3 


7     6 


6     - 


7     6 


Bound     7     6 


7     6 

3     - 
3     - 


3     9 


4     6 


Harold  B.  Lee  Librar 


3  1197  22559  0428 

Utah  Bookbinding  Co.  SLC,  UT   2/14/06   28 


Date  Due 

subject  to  recall  at  any  time. 


BflSfiS 


us 


9ffifflffl| 

Sana 

m 

SiliilmS 

HI 

^^hIH      E5SH 

Bill 

bhh9 

m 

IBB 

m 

SII13S1 

tiSmSa 

lililra 

m 

IlllIBli 

i 

H 

RttjBw}!{Bffl{  wN 

u 

£889 

Br/  HI  IP 

— — 


mmm 


«JSSSSm 

msm 


